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Abstract 
For at least twenty years, Brisbane independent dance creators have been experiencing 
barriers that make it difficult for them to prioritise the creation of new work.  Anecdotally, 
they say that the barriers to making new dance work are due to lack of infrastructure and 
resources; however, there is little research to date, to substantiate these claims.  Given the 
diverse and complex nature of the barriers, approaches to finding solutions have been 
reactive rather than preventative.  
 
Brisbane independent dance creators are often under recognised and required to do a 
diverse number of roles within their job description.  Similar to the colour changing 
attribute of the chameleon that camouflages its true identity, the lack of visibility of the 
independent creator, often masks their identity.  However, where the chameleon's 
camouflage is advantageous to their survival, limited visibility and lack of differentiation of 
independent dance creators can negatively impact their ability to create new dance works 
and sustain a feasible career. This research project differentiates independent dance 
creators and identifies and investigates their motivations, and their perceptions of the 
drivers and barriers to making new dance work. 
 
Incorporating a mixed methodology, participant observation, Grounded Theory, and Root 
Cause Analysis are used to generate related data, including analysis of practice, a literature 
and contextual review of claims about practice, and a survey of Brisbane independent 
dance artists.  Broader Australian contextual barriers to making independent dance work 
are first identified, followed by an exploration of barriers facing Brisbane's dance makers 
generally and then specifically Brisbane's independent dance creators.  
 
Significantly, the ways in which the barriers to making dance relate are considered, and a 
framework is created to unpack their labyrinthine constitution.  The framework 
distinguishes three different levels of barriers: causal; problematic; and symptomatic.  This 
identification of the different types of barriers provides a systematic way to address the 
interconnected and multifarious barriers that currently exist, and to prevent their 
recurrence.
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Chapter 1: INTRODUCTION 
In Brisbane, independent dance creators say that they experience barriers to making new 
dance work, and that sustaining a career as an independent dance creator is difficult.  The 
time involved, as well as the very high expense of making new dance work, currently 
outweighs the profit made from its presentation.  As a result, independent dance creators 
need to prioritise other tasks over new dance work creation in order to sustain a living.   
 
For independent dance creators, making new dance work relies heavily on resources and 
infrastructure accessed through arts venues; government and private arts funding 
agencies; dance service organisations; dance companies; and dance training institutions.  
However, obtaining resources and infrastructure for individual artists is highly competitive.  
This is mainly due to social, global, political, economic, and cultural climates that drive 
investment of infrastructure and resources in the arts.  
 
Concerns regarding sustainability for Brisbane independent dance artists have persisted for 
years.  According to Hunt and Shaw (2008, p. 8), sustainability requires artistic, operational, 
and financial equilibrium: "A sustainable arts sector, like an individual arts organisation, 
needs a strong artistic leg and members that are operationally and financially healthy."2 
Consistent with maintaining diversity and productivity within an ecology, the sustainability 
of Brisbane independent dance artists is an issue that impacts the health of the whole 
Brisbane dance sector.  Between 2012 and 2014, a series of meetings of various funding 
agencies, arts company representatives, dance service organisations, and 'independent 
dance artists' were held in an attempt to improve resources and infrastructure, and 
sustainability, for Brisbane independent dance artists.3  One of the meetings noted that the 
barriers facing independent dance creators today are the same as those they faced twenty 
years ago.  Long-term solutions have not addressed these barriers, and problems have 
recurred.  Unless the barriers are addressed, Brisbane independent contemporary dance 
creators will continue to struggle to create new dance works.  However, barriers to making 
                                                          
2
 (Hunt & Shaw, 2008, p. 8) 
3
 One such meeting was the 'Arts Queensland Dance Action Plan Consultation Meeting' held at the 
Graffiti Room, Brisbane Powerhouse on Saturday, 29th September 2012. 
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dance for Brisbane independent dance creators occur on many different levels.  Many 
barriers are symptomatic of deeper seeded problems.  Barriers can be caused by changing 
variables such as interactions, environments, conditions, aims, or individuals.  Therefore, 
identifying the causal issues to address the barriers can be difficult.  
 
Investment for the independent dance sector is not just of concern in Brisbane, but is a 
major concern nationally.  Between the financial years of 2013/2014 and 2014/2015, there 
was a radical 70% decrease in the number of Australia Council grants awarded to individual 
artists and projects.4  This was mainly accredited to the transfer of funds from the Australia 
Council to the Catalyst Fund (previously called the National Program for Excellence in the 
Arts).5  In 2015, Senator George Brandis, the Arts Minister at the time, took $105 million 
from the Australia Council for the Arts to establish the contentious new National Program 
for Excellence in the Arts.  This happened without notice, and sent all but the major sector 
of the arts industry (which was protected from the funding cuts) into frenzy.   
 
Figuratively speaking, independent dance creators are chameleons.  Due to restrictions of 
the arts sector, these creators work in unstable and changing environments where they 
must adapt their behaviour accordingly to be able to create their works and survive 
financially.  Much of the work that they do goes undetected and unseen by the broader 
dance industry.  However, unlike the literal chameleon, for the independent dance creator, 
having a masked identity is not a positive attribute that aids their survival.  Instead, their 
lack of distinction causes many barriers to making new dance works and impacts 
sustainability, inhibiting their survival.  This research helps to ‘see’ independent dance 
creators; to recognise what they do and to understand how issues regarding visibility 
impact making new dance work for these artists. 
 
In order to gain a clearer understanding of the ‘independent dance creator’ to inform this 
study, this research unpacks the title of 'independent dance artist'.  Building on Card's 
(2006, p. 20) identification of the various artists that the title covers, the range of artists 
within the independent dance sector are further clarified.6   
 
                                                          
4
 (Croggon, 2016, para. 2-3) 
5
 (Croggon, 2016, para. 6) 
6
 (Card, 2006, p. 20) 
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Finding information about independent dance artists is difficult; even the census surveys of 
the Australian population miss independents because they fall outside of the 'normal' 
measurement criteria.  Many artists I have spoken to reported that they did not feel that 
the census question— “What is your main job?”— allowed for capturing their 'job' as an 
independent dance creator.  Less typically identifiable, being an independent dance creator 
was not the job that they generated the most income from or that they were employed to 
do most often.  Yet it was the job that they spent the most time on, and that they identified 
with the most as their 'main job'.   
 
Falling outside of 'traditional' employment boundaries has been an issue for collecting 
data, as there are also no traditional methods for collecting data about independent dance 
artists.  Much activity in the independent dance sector is unpaid and undocumented, and 
its constant state of flux makes measuring long-term outcomes and progress difficult.  
Additionally, as funding structures now require independent dance artists to engage in 
partnerships,7 individual outputs are often captured by companies, festivals, or venues. To 
date, the rare in-depth and focused research that has been carried out on the independent 
dance sector has been undertaken by researchers embedded in the dance environment.  
However, with few researchers in a position to be able to do this research into the 
independent dance sector, and without straightforward means to capture data, the sector 
becomes stuck in a recurring cycle of invisibility, and its value remains undetected.   
 
As part of the larger Australian dance ecology,8 Brisbane independent dance creators 
experience the barriers that occur at a national level. However, visibility of the independent 
sector in Brisbane is even more of an issue than in many other Australian cities.  'Seeing' 
the Brisbane independent dance sector is near impossible without first-hand knowledge of 
the field, as it has no designated independent hubs to boost its visibility.  Without these 
hubs, and with only one contemporary dance company in the city, the Brisbane 
independent dance sector also has less opportunity to nurture choreographic 
                                                          
7
 "To satisfy majority funding criteria, artists must have one of the above [organisations, venues, 
programmes]  as a partner, presenter, or producer just to get a show up." (Pledger, 2014, para. 6) 
8
 Reference is made here to the Australian dance industry as an ecology because the sectors that 
comprise it are interdependent. 
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development.  This is concerning, because for the artistic style9 of contemporary dance10 to 
continue, ‘newness' is essential.  Contemporary dance draws from any movement practice 
and "almost defies description".11  Dynamic and evolving, contemporary dance is relevant 
to the present, 'of the day', modern, and 'of the new'.  It continually moves from the known 
into the unknown to become different from the norm. 
 
For independent dance creators, finding 'the new' is the very process involved in 
generating each work they create.  The unknown needs to be explored, as their new works 
are made without pre-written scores. This is not to say that finding 'newness' is not part of 
the process engaged by dance companies, but this is a specific issue for independent dance 
creators who do not have the same capacity to draw on pre-existing works in the dance 
repertoire.  Without 'independent dance creators' being able to effectively generate new 
work, their contribution to the continuing evolution of contemporary dance is diminished.  
While this poses a direct sustainability problem for the independent dance sector, it also 
infers that the health of the contemporary dance ecology is impaired.  The ill health of the 
independent dance sector places the sustainability of the contemporary dance ecology in 
jeopardy.  If barriers to the creation of new dance works continue to impact the 
sustainability of Brisbane’s independent dance creators, the future of contemporary dance 
in Brisbane remains endangered. 
 
Contributing much needed data and revealing further research opportunities, this research 
will help improve understanding of the independent dance sector.  This project draws upon 
my experiential knowledge of the Brisbane independent dance sector (see Appendix C) to 
investigate Brisbane independent dance creators’ motivations for, and barriers to making 
new dance work.  Data on the topic is captured using a qualitative method, and involves 
analysing the process of making new dance work, reviewing literature pertaining to 
independent dance creators' claims about practice, contextualising the Brisbane 
independent dance creator, and surveying Brisbane independent dance creators through 
an online questionnaire that seeks a mix of qualitative and quantitative responses.   
                                                          
9
 Adshead (1981, p. 4) classifies three different dance styles: sacred ritual dance, participatory social 
dance, and theatrical artistic dance.  Contemporary dance falls into the third classification. 
10
 Contemporary dance has developed in Australia since the 1940s after European immigrants such 
as Gertrud Bodenweiser introduced an alternative form to ballet. (Stock & Dyson, 2006, p. 16)   
11
 (Martin, 2013 , para. 2) 
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Using mixed methodology: participant observation; Grounded Theory; and Root Cause 
Analysis, three different barrier classifications are identified: the causal; the problematic; 
and the symptomatic.  Furthermore, clear qualitative information about the specifics of the 
identified problematic barriers for Brisbane independent dance creators are provided.  
With this information, a framework is then created to better understand the causal barrier.  
This framework will help to find solutions to prevent barriers from recurring.  These 
preventative solutions will better enable Brisbane independent dance creators to make 
new dance works.  This, in turn, will improve sustainability for these artists, and ensure the 
survival of contemporary dance in Brisbane.   The framework created could also constitute 
a useful tool for use more broadly in the performing arts industry to improve 
understanding of other issues.   
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Chapter 2: WHAT HAS BEEN RESEARCHED 
AND DOCUMENTED? 
This chapter systematically explores the broad scale research on the performing arts sector 
in Australia, and then narrows its focus to the more detailed, specific research literature 
that documents the Australian independent dance sector.  This exploration provides the 
preliminary context for an understanding of the state of the independent dance sector; the 
way in which independent dance creators are identified; and the environment that they 
operate within.  Additionally, gaps in the independent dance research are highlighted, and 
the documented barriers to making new dance work for independent dance artists in 
Australia are recognised. 
 
Large scale research on the Australian performing arts sector 
While there have been some large-scale government reports on the small to medium 
sector, including the Report to Ministers on the Small to Medium Performing Arts Sector in 
2002,15 these reports largely exclude examination of the independent sector.  Rather, they 
briefly mention it, remissively referencing it in an acknowledgement of the diversity of the 
artists, groups, and organisations of the small to medium performing arts sector.  However, 
this fails to acknowledge what the fundamental differences are that distinguish the 
independent sector from other artists and organisations in the small to medium sector.  
Most research broadly documents the whole performing arts community, rather than 
dance specifically.   
 
Research on individual artists (non-art form specific) 
There have also been large scale studies, such as Throsby and Hollister's (2003) Don't give 
up your day job: an economic study of professional artists in Australia,16 that have 
investigated the economic position of individual artists from all art forms.  Unfortunately, 
                                                          
15
 (A Working Party of Cultural Ministers Council Standing Committee, 2002) 
16
 (Throsby & Hollister, 2003) 
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these only provide general information about independent artists or art forms, rather than 
specific information about the independent dance sector.  However, some information 
from these reports is still relevant; for example, the latest in a series of reports on the 
economic position of Australian professional artists by Throsby and Zednik (2010): Do You 
Really Expect To Get Paid? - An economic study of professional artists in Australia.17  To 
inform this report, professional artists from all art forms, both employed and self-
employed, were surveyed.  The report states that "professional artists in Australia endure 
considerable economic hardship in order to produce the art that enriches our society".18  
This finding reinforces the great concern for the financial security of the extremely low 
income of freelance or self-employed artists, also identified in Don't give up your day job.   
 
The discussion paper New Models, New Money: A Foundation for the Artist,19 based on 
research commissioned by the Queensland Government and the Centre for Social Impact, 
also relates to the broader independent performing arts sector.  The paper acknowledges 
that individual artists are the "creative turbine at the heart of the creation of cultural 
value".20  Relevant to this research, the paper discusses research findings from a survey 
that aimed to identify the funding patterns for arts in Australia, and the impact that funding 
had on creative practice and the production of new work.  The paper primarily points out 
the need for a new model to assist individual artists to engage in creative work, and 
suggests that a new 'Foundation for the Artist' should be established, independent of other 
organisations.  What remains to be considered, however, are the specific processes of 
artists in each art form.  Only in this way, can tailored support be provided to assist them to 
engage in their specific creative work. 
 
Literature specific to the Australian dance industry 
In 2008, The Australian Dance Council - Ausdance National, the peak body for dance, 
entered a joint initiative with Australia Council for the Arts to create a dance action plan 
that aimed to improve the vibrancy, diversity, and dynamics of the dance sector by 2012.  
The resulting action plan, Dance Plan 2012, was compiled as the result of consultation 
                                                          
17
 (Throsby & Zednik, 2010) 
18
 (Throsby & Zednik, 2010, p. 93) 
19
 (Shultz et al., 2010 [proposal based on research commissioned by the Queensland Government 
through Arts Queensland, and the Centre for Social Impact]) 
20
 (Shultz et al., 2010, p. 3 [proposal]) 
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forums with the Australian dance industry across the country.  The plan called for more 
investment in dance generally; more collaboration among independent dance artists and 
the rest of the dance industry; management and producing services for independent artists 
across the country; and programs to assist individual artists over longer periods.  Today, 
however, whilst there have been some minor improvements, many of these ambitions 
remain.  
 
Literature pertaining to the Australian independent dance sector 
Dance-specific, and containing information relevant to the Australian independent dance 
sector, is the book chapter Australian Dance Today: Looking Out From Down Under21 by 
Stock and Dyson (2006, pp. 15-22), (from Shifting Sands: Dance in Asia and the Pacific).22  
Stock and Dyson speak positively of the diversity within Australian dance practice.  
However, they note that there is a funding insufficiency facing the entire dance sector, a 
lack of touring and showcase opportunities for dance works, and declining dance audience 
numbers.  More specifically, Stock and Dyson highlight barriers facing independent dance 
artists, including the uncertainty and irregularity associated with work patterns and the 
ability to make work.  They also mention that the independent dance sector is a vital 
alternative to dance companies, who are under financial strain and unable to hire as many 
dancers.   
 
Another useful source of information regarding independent dance artists in Australia is 
Amanda Card’s (2006) platform paper, Body For Hire - The state of dance in Australia,23 
although the paper was published ten years ago, much of what Card raised still remains 
relevant today.  In the chapter, The Rise and Rise of 'Independence',24 she reveals that, 
while project dance companies existed in the 1970s and 80s, they did not have a name, and 
while casual dance work occurred then, it was not formally recognised.  The main shift has 
been in the term 'independent' being used more frequently, expanding to include all those 
                                                          
21
 (Stock & Dyson, 2006, pp. 15-22) 
22
 (Australian Dance Council, 2006) 
23
 (Card, 2006) 
24
 (Card, 2006, pp. 20-23) 
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who are "independent of support, as opposed to being independent of inherited forms of 
choreographic practice".25  According to Bennett and Pollitt (2009, p. 523): 
 
... the term “independent artist” today encapsulates the majority of contempo- 
rary dance artists, who typically complete tertiary dance training before en- 
tering a competitive market where they either secure one of few contract 
positions or, most commonly, join the industry as an independent artist. As 
such, independent status often occurs immediately upon graduation and is a 
default position: less a choice than a necessity.
26
 
 
This supports the argument that there are now more artists that identify as ‘independent’.  
Graduates are also being encouraged to become independent because, without a 
proportionate number of new positions in dance companies, there are a lot more 
graduates expecting to find work.27 
 
Card's (2006, p. 24) platform paper also highlights some of the significant changes that 
occurred in the Australian dance environment that affected the independent, particularly 
between 1990 and 2006.  The shift in choreographic practice was one of these changes.  
Card notes that choreographers were shifting from a directorial approach to 
choreographing, to a more democratic process of collaboration.  Choreographic 
development had also changed.  Once, choreographers were able to develop under the 
mentorship of an artistic director within the protection of a small company and, due to 
their lack of experience, could be pardoned for work that was less than successful.28   
 
Today, developing as an independent choreographer requires withstanding the stress of 
working with no fixed infrastructure, irregularly making work through project funding, and 
having to present work without the support of a company.  Today's choreographers are not 
always connected to established choreographers or given the opportunity to undertake 
choreographic apprenticeship.  Instead, some short-term assistance is offered through 
choreographic hubs such as Dancehouse,29 or Strut30 (National Choreographic Centre), or 
through companies that offer choreographic development schemes.  Referring to 
opportunities to develop choreographically with infrastructure and presentation assistance, 
                                                          
25
 (Card, 2006, pp. 20-21) 
26
 (Bennett & Pollitt, 2009, p. 523) 
27
 This is also due to there being a lot more dance training providers.  
28
 (Card, 2006, p. 24) 
29
 (Dancehouse, 2017) 
30
 (Strut Dance, 2017) 
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Card acknowledges that “there are too few of these opportunities",31 and that many 
programs "are fuelled by the internal infrastructure of the company that initiates them".32  
The role of training choreographers has now become more of the responsibility of the 
training institutions.     
 
Card (2006, pp. 30-31) also details some of the traits that an independent dance artist 
needs.  These include being versatile, resilient, quick thinking, productive, confident, 
resourceful, flexible with time, willing to be nomadic, well organised, motivated, proficient 
at writing applications, able to negotiate, and able to multi-task.33   
 
There is also a dedicated section to project processes, where Card (2006, pp. 26-30) chiefly 
refers to the difficulty of resourcing projects, and the implications of different funding 
sources, especially in regard to managing continuity.  These factors highlight a number of 
barriers for independent dance creators.  She notes that works can take up to two years to 
complete because they can only be made in phases due to the organisation of the funding 
system, where each stage requires a new application for resources and infrastructure.  
Often, there are lengthy gaps of many months between creation phases and, during that 
time, artists can be lost to more regular work, life commitments, or other opportunities in 
other places.  Keeping the momentum and vision of the project going can also be 
challenging.  Maintaining a profile without consistently producing work is also 
challenging.34   
 
A reliance on government funding that is scarce means that independent dance artists are 
pressured to keep costs to a minimum, while keeping productivity to a maximum.  Card 
(2006, p. 51) also mentions that Australia Council for the Arts, the Federal-level funding 
system, has not been able to secure the additional funding necessary to meet the demands 
of the 'small to medium dance sector' (in this case, including the independent dance 
sector).35  In addition, Card raises the point that, while all independent dance artists making 
work utilise 'in-kind' assistance, gaining cash assistance is difficult, and many options come 
                                                          
31
 (Card, 2006, p. 22) 
32
 (Card, 2006, p. 22) 
33
 (Card, 2006, pp. 30-31) 
34
 (Card, 2006, pp. 26-30) 
35
 (Card, 2006, p. 51) 
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with criteria that are not always suitable for the project.36  In the closing chapter of the 
platform paper, Card calls for a reshaping of the funding system—to one that enables "an 
alternate way of employing choreographers and a new deal for dancers"37 for the 
sustainability of dance in Australia. 
 
Literature pertaining to independent dance in localised contexts 
Two researchers who look more specifically at independent dance in localised contexts are 
Long and Crampton.  In Walking in Sydney Looking for Dancing,38 Long (2010) maps 
independent dance creation and showcase in Sydney.  In Redefining the field - expanding 
the field,39 Crampton (2005) focuses on independent dance in Melbourne.  Both provide 
information that is worth considering in relation to the barriers to making new dance for 
Brisbane independent dance creators. 
 
Long (2010, p. ii) argues that, in addition to the short supply of funding from government, a 
lack of independent dance spaces also contributes to the state of crisis of the small to 
medium dance sector (including independent dance artists).  Spaces and buildings, she 
claims, can affect independent dance artists’ practices, productivity, and sense of 
belonging.  According to Long, many art spaces restrict independent dance artists more 
than they support them.  Often, she claims, they only enable access to resources, 
infrastructure, and support for particular processes and products.  Also, problematic for 
independent dance creators, venues can impose large costs; stipulate marketing; and 
overshadow and separate the artists from the rest of the dance community.40  Additionally, 
she recognises the hierarchy within resource, infrastructure, and support systems (such as 
funding) and, due to the strong reliance of the dance industry on subsidy, the large role 
that these systems and policies play in shaping the independent dance sector.  Her 
hierarchical value pyramid demonstrates "the contribution to innovation and development 
of the art form that the artists or organisations made".41  However, Long acknowledges that 
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38
 (Long, 2010) 
39
 (Crampton, 2005) 
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the normal hierarchy is usually more like Crampton's (2005, p. 3) model42 which "serves to 
reinforce levels of status and power",43 and is "defined by budgets and access to resources, 
with the few bigger organisations generally having more than the many smaller ones, and 
size often equating with public visibility and larger audience numbers".44  Both Long and 
Crampton refer to the dance system as being ‘interdependent’. 
 
Revenue and popularity strongly drive investment in the arts, making audience attendance 
another issue for independent dance creators.  For large companies with ongoing 
infrastructure including marketing and audience development resources, this is a 
reasonable marker for ‘success’.  However, using the same criteria for the independent 
sector is neither realistic nor sustainable.  
 
Long's (2010, pp. 158-179) case study of independent dance choreographer Narelle 
Benjamin's experience with making new work within the mainstream structures of Sydney 
Dance Company and the Australian Ballet, highlights the different processes involved in 
making work for the independent and the mainstream producer.  The case study exposes 
the focus of the mainstream dance companies on productivity and suggests that it restricts 
the process of making innovative work.  Long's research also raises the independent dance 
choreographer’s difficulty in presenting work within mainstream venues and structures 
that are normally dominated by a particular dance aesthetic.  She points out that workers 
and audiences, who are familiar with the dominant dance aesthetic, are often resistant to 
any alternative.45  Long finds that:  
 
although precincts can be advantageous places for final rehearsal processes and public 
presentation opportunities ... these visible places are unable to support the full continuum 
of dance processes engaged in by the independent artist, especially research, development 
and practice.  The economic imperative for precincts and the mainstream organisations that 
work within them - to maintain large administrative and production infrastructures and 
thus generate consistent box office returns - promotes expedient rehearsal processes, 
predominantly orientated to public production outcomes.  The pressure of brief rehearsal 
processes and highly visible public outcomes offers few prospects for the independent artist 
who prioritises experimentation, and dance-making processes that develop gradually.
46
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 (Long, 2010, p. 57) 
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Crampton (2005, p. 4) describes the independent dance sector as being creative and 
flexible, but under-resourced and restricted to erratic work conditions.  For independent 
dance artists, she says, "much work is undercooked and malnourished"47 when it is not 
given the chance to be adequately developed due to lack of resources, time restrictions, 
and limited showings to small audiences.  One of the barriers that she recognises, even for 
experienced independent dance creators, is the challenge of audience development for 
their work.48  She explains that  
 
their work has such a limited reach that it can contribute little to expanding the experience 
of a wider, less dance-literate audience who might well be moved to embrace a broader 
spectrum of dance performances if they could be introduced to some of this work.
49
 
 
Crampton's finding are not surprising.  Brisbane independent dance creators who were 
later surveyed, mentioned barriers to making new dance work included "finding 
performance venues that are willing to invest in the creation of new works that are 
unfamiliar to them." 
 
Unlike Card (2006) however, Crampton (2005, p. 5) believes that the small to medium 
sector is growing smaller rather than staying at the same size, while the independent sector 
is growing larger.  And, like Long (2010, p. 57), Crampton attributes the bulk of innovation 
to the independent dance sector, claiming that because the small to medium sector is 
shrinking, independents must "create the diversity, bring in the innovation, and presumably 
build audiences".50   
 
Articles published online also document independent dance.  Some of the particularly 
useful sites include RealTime,51 Brolga,52 Dance Australia,53 The Conversation,54 and 
ArtsHub.55  Often, these articles provide insight into more personal engagement within the 
independent dance landscape through interviews, personal accounts, responses to events 
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in the news, reviews, and short case studies.  Some of these articles are referred to later in 
this thesis. 
 
LEARNINGS FROM LITERATURE 
In summary, studies on the independent performing arts sector do not usually provide data 
specific to independent dance or, if they do, they do not differentiate the choreographer 
from the dancer.  The inconsistent nesting of the independent sector within the small to 
medium sector suggests that the two sectors are similar but not the same, and that their 
similarities and differences are unclear.  No documentation specifically addresses Brisbane 
independent dance creators and the barriers that they experience to making new dance 
works.   
 
Funding for dance is generally insufficient, and audience numbers are declining.56  Stock 
and Dyson (2006, pp. 15-23) discuss this in detail in the book chapter, Australian dance 
today: looking out from down under.  With the dance industry having a high reliance on 
funding, the government funding system for the arts has influenced the shape of the 
subsidised dance industry.  Within this system, the independent dance sector resides at the 
bottom of the value chain.   
 
Due to limited resources, small to medium dance companies are not able to support the 
amount of work and dancers that they once did.  More dance companies are working on a 
project basis where fewer companies are employing full-time dancers.57  Thus, with the 
number of dance graduates growing,58, 59 the independent dance sector is also growing.   
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 (Stock & Dyson, 2006, pp. 15-23)  
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 (Bennett & Pollitt, 2009, p. 523) 
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 National dance qualifications were developed because of a rapid increase in the number of 
accredited dance courses offered in Australia – “from only a handful 20 years ago to almost 90 in 
2010”. (Marson, 2011, section 2, #2) 
59
 Throsby (2004, p. 24, para 3) estimated that “full-time equivalent student numbers increased from 
700 in 1992 to 924 in 2003”.  And relevant to Brisbane he also stated that “dance student numbers 
appear to have doubled at QUT between 1997 and 2003.” 
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The increase in the number of dance artists in the independent dance sector has also seen 
the sector encompass artists with varied ambitions.  It has been my experience that not all 
dance artists become independent because they are driven to pioneer new dance work. 
Dance artists also become independent because it provides the necessary means to either 
start working, or to keep working, in the dance industry.  The tendency, to group 
independent dance artists in Australia simply by their relationship to infrastructure, fails to 
recognise that among this sector, artists may have different motivations.  Therefore, 
gaining understanding of what motivates dance artists to become independent may help to 
target those artists who create new dance work, so as to understand barriers that are 
specific to dance creation. 
 
Choreographic development is also an issue: aside from initial training in the area, there 
are a lack of platforms and support opportunities to enable it.  Venues for developing and 
presenting dance work are predominantly mainstream and independent dance works are 
an anomaly.  Subsequently, development and presentation processes of the more 
prevalent mainstream are anticipated by both those supporting the creation of 
independent dance work and by audiences.  Unrealistic expectations of independent dance 
work from audiences are formed and this affects the reception of independent work.  
 
Dance practice has shifted too.  Choreographers are collaborating with their dance artists 
more, and dancers are more involved in the creative process of making new work.  Because 
of different employment models, more dancers are also moving between companies and 
dance projects.  Additionally, choreographic development is falling to the responsibility of 
training institutions.  Choreographic development in the professional field now occurs 
more often, without ongoing support structures, outside of safe environments,60 and 
commonly, without high profile alliance to support it. 
 
The literature recognises that independent dance artists need an extensive list of skills and 
traits, and identifies interdependency within the system.  It also recognises that part of the 
role of the independent dance sector is to expand diversity, contribute to innovation, and 
build audiences to support the small to medium dance sector.  However, as pointed out 
                                                          
60
 ‘Safe environments’ refers to both dance spaces appropriate for dance as well as platforms to 
make and present dance without judgement and without the pressure of having to achieve the same 
outcomes as mainstream companies. 
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above, and earlier with reference to Crampton's documentation, independent dance 
creators have difficulty building audiences, therefore, they currently cannot support the 
small to medium dance sector in this way.  
 
Many overarching barriers are revealed by the literature that impact the creation of new 
dance work by independents.  Generally, independent dance artists earn low incomes, and 
their economic sustainability is an ongoing and pertinent problem.  There is a short supply 
of funding from government, and difficulty in attracting private funds specifically for 
independent dance.  Funding systems and their associated criteria restrict independent 
dance creators from undertaking the processes they need to make their work.  A lack of 
resources also impacts the continuity and consistency of making work, sometimes affecting 
quality, and making it difficult to build audiences.  Creators are pressured to sustain high 
productivity on low budgets, and these limit creative possibilities.    
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Chapter 3: REVEALING THE CAMOUFLAGE 
Barriers to making new dance work exist across different sectors of the Australian dance 
ecology.  However, of all sectors, the independent dance sector faces the most barriers.  It 
is an adaptive sector with much instability, that is never constant, and it is part of an 
intricate, interdependent system.  Understanding the barriers that face the independent 
dance sector is multifaceted and complicated.  This project, including its contextual and 
literature review, reveals that the sector is under-researched.  It also reveals that limited 
context-specific analysis has been undertaken and there is limited quantifiable data for the 
sector.  Brisbane independent dance creators operate within a national dance framework 
of systems, traditions, and conditions, and it is necessary to consider the barriers to their 
making new dance work in both the national and localised context.   
 
This chapter identifies general contextual barriers that are relevant to all Australian 
independent dance creators.  Divided into four major sections it uncovers the hidden 
identity of independent dance creators, exposes simplistic perceptions of them, reveals 
issues that hinder their inclusion and recognition, and highlights the fact that dance is 
different from other performing art forms.  It also outlines rationale for targeting barriers 
that face independent dance creators. 
 
Section 1, The title of 'independent dance artist' refines the term independent dance artist 
and clarifies the independent dance creator.  Section 2, Traditional structural models, 
analyses the traditional structural model of dance through a comparison of the models 
used by dance and theatre companies to expose some of the ways the traditional dance 
model excludes the independent dance creator.  Section 3, Making dance is expensive, 
observes the specific requirements of making a dance work that make it more expensive 
than making a new work in other art forms.  And finally, section 4, The funding system, 
examines the categorisation and labelling of the different sectors of the government-
subsidised professional dance industry and considers the perceptions that they generate.  
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THE TITLE OF 'INDEPENDENT DANCE ARTIST' 
The independent dance creator is most commonly identified by the title 'independent 
dance artist'.  An analysis of this term shows it to be a generalisation that presumes that all 
artists within the independent dance sector undertake the same activities, and unveils the 
barriers that this assumption creates.  Analysis of the term also helps to differentiate the 
independent dance creator from other independent dance artists, and provides the 
necessary clarification to define the specific artist who is the focus of this research.   
 
When trying to address the problem of sustainability for the independent dance sector and, 
more specifically, for independents who create new dance works, a lack of recognition of 
the diversity of artists within the sector has caused much conflict and confusion.  The 
Australian independent dance sector is not simply made up of independent choreographers 
and independent dancers – there are more types of independent artists that make up its 
composition.  This research focuses on the barriers to making new work within the 
independent dance sector to target a critical component of the sector's sustainability.  A 
step towards improving sustainability and visibility is to recognise the different artists who 
comprise the sector, to acknowledge that not everyone in the independent dance sector 
faces the same barriers, and that not everyone in the sector faces barriers relating to 
making dance work.  For this research, it is important to establish a clear working definition 
of 'independent dance artist' to identify the specific barriers facing those who make new 
work. The title 'independent dance artist' appears to have two straightforward 
components: being independent’, and being a ‘dance artist’.  However, unpacking the term 
reveals its hidden complexity. 
 
In relation to the definition of 'independent', one Oxford dictionary definition is not 
supported by public funds.61  Looking abroad, a classification from the Independent Dance 
Artists Network UK defines 'independent' as "not in receipt of ongoing funding to make, 
perform or stage work, or not employed on a full time basis by a dance company."62  The 
term 'independent’ can be identified in economic terms: to the state of having no ongoing 
funding, no regular income, or no regular employment.  
                                                          
61
 (Oxford Dictionaries, 2016b) 
62
 (Dance UK, 2010) 
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Another Oxford dictionary’s definition of 'independent' is to be free from outside control; 
not subject to another's authority.63  While independent dance artists can seek to generate 
their own projects—to find their own ways of doing, of choreographing, and of dancing—
their reliance on resources and infrastructure often sees their autonomy diminished by 
funding criteria and policy constraints.  In his article in The Conversation, Pledger (Pledger, 
2014) speaks of this decreased autonomy, and also mentions the lack of visibility of 
'independent artists':    
 
Independent artists are barely visible at the elite levels of governance, their 
numbers are decreasing64 and their autonomy has been compromised and 
curtailed by policy that has institutionalised them within organisations, venues and 
programmes.  
 
To satisfy majority funding criteria, artists must have one of the above as a partner, 
presenter or producer just to get a show up. Operating with any genuine 
independence is a thing of the past.65 
 
Anecdotally, 'independent' is used in Australia to mean ‘independent from an ongoing 
company infrastructure’.  The Australian Dance Awards demonstrate this definition in the 
separation of awards for work created by independent dance artists from work created by 
dance companies.66 
 
In an effort to unpack the term 'dance artist', Amanda Card, in Body For Hire? (2006, p. 20), 
suggests that the independent dance sector comprises three different artists:  The 
'independent artist'; the 'independent choreographer'; and the 'independent dancer'.67   
 
These terms are explained as follows: 
1. 'Independent artists' encompass all dance artists who are self-employed, and 
include dancers, choreographers, teachers, and community group facilitators.  
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 While Pledger believes the independent sector is decreasing, chapter 2 revealed that dance 
researchers believe that the independent dance sector is increasing. 
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2. 'Independent choreographers' are self-employed artists who choreograph dance 
works independently from the dance company structure, or are commissioned to 
make dance works for others (although not on a regular, ongoing basis). 
3. 'Independent dancers' are dancers who move between short term dance projects 
made by other independent artists and project companies.  
 
Expanding on Card's (2006, p. 20) terminology, I propose two additional types of dance 
artists:  
1. 'Freelance choreographer': A choreographer who offers their choreographic 
services for hire, and who works primarily to external artistic briefs.  They are not 
contracted by the hirer on an ongoing basis, choose whom they work for, and 
move between projects for different people or companies.  
2. 'Interim dance artist': A dance artist who takes on any independent or freelance 
role, but does not seek to remain working in the independent sector.  These artists 
work temporarily in the independent sector until they can find work in another 
dance sector (usually full-time). 
 
Further to this, I propose that 'independent dancers' can be further clarified as dancers 
who are primarily self-employed, and mainly move between short term projects 
performing for other independents, however, they might occasionally work on projects for 
companies.  They differ from 'project dancers', who move primarily between short-term 
projects and are employed by the dance companies.  While this differentiation might seem 
minor, it facilitates an understanding of the barriers faced by those who are truly working 
within the 'independent' sector—barriers that affect both the professional and life choices 
of this demographic. 
 
This research project focuses on artists within the independent dance sector who engage in 
making their own dance works.  These works also provide employment for other artists 
within this sector; hence, this creative element is necessary to maintain the sector's 
sustainability.  Labelled as 'independent dance creators' within this research, these 
'creators' of new dance work most resemble the 'independent choreographer'.  However, 
the label 'creator' has been used in place of 'choreographer' here, because not all 
independent dance artists who create their own dance works also 'choreograph': some 
direct or facilitate the choreography that has been generated by others.  However, all 
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'independent dance creators' are primarily self-employed, and are involved in driving and 
organising the creation of new dance works.  Unfortunately, however, they are not able to 
sustain their independent status because of the barriers that impact their capacity to make 
new dance works.  This, in turn, affects the sustainability and visibility of the independent 
dance sector. 
 
The Merriam-Webster dictionary's definition of ‘creator’, further clarifies the term 
‘independent dance creator’.  According to this source, a creator is: one that creates usually 
by bringing something new or original into being.68  For further clarity, it is also important 
at this point to consider the style of 'dance' that independent 'dance' artists and, creators 
engage in.  Within this research, the use of the term 'independent dance creator' 
references a creator of contemporary dance, within what Adshead (1981) classifies as an 
artistic dance that draws on any movement lineage (issues of cultural appropriation aside) 
that is not social, or ritual  dance.70  In an article in The Conversation, Boughen (2014, para. 
2) explains that a good way to think about contemporary dance is as a "genre in its own 
right, with different styles that can be housed under one roof."71  Contemporary dance is 
'of the day'; it draws from all movement forms (from structured dance methods such as 
ballet, to meditative movement such as yoga and tai chi), and is as broad as break dancing, 
ballroom, acrobatics, and jazz.  The range of movement styles that contemporary dance 
draws from can make it difficult to recognise the style in its own right; this further 
complicates the identification of the independent dance creator.   
 
In the context of the title 'independent dance artist', 'dance artist' covers a number of 
different types of artists, who operate in different ways, and have different motivations.  
'Artist' implies that the individual "practices or performs"72 the dance.  However, this is but 
one of the roles undertaken by the 'independent dance artist', who must also undertake 
other operations and tasks.  In order to make the dance, they are also required to source 
and manage the structures that will facilitate it.  This resourcing and management involves 
a vast range of tasks, including grant writing, recruitment of creative artists, formation of 
partnerships, a search for rehearsal space, the drawing up of contracts, budgeting, and, of 
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course, project management throughout the creation process.   In an interview with 
independent dance artist Fiona Cameron for Dance Australia, Mulready (2004, pp. 35-37) 
provides an example of the roles involved in making a dance work: 
 
(Cameron) worked 12-hour days for the six-week rehearsal period.  As well as 
making the dance, she did the costumes and sets, wrote publicity materials, 
created the graphic design for the flyers, delivered invitations and organised a 
fundraising night.  At the same time she was pulling some of the rehearsal period 
back to part-time so that she could teach - performing and teaching dance is how 
she finances her choreographic career.73 
 
While this interview was conducted over twelve years ago and fundraising methods now 
include online crowd funding campaigns such as Pozible, this quote highlights that things 
have not changed dramatically over the last decade.  The roles involved today in making 
new dance works are revealed in the survey results in Chapter 7. 
 
Artist, it seems, is only part of the role of an 'independent dance creator'; there are many 
other facets involved in a dance creation.  It also becomes clear that many of the other 
roles are not paid or, at the least, not well paid.  Throsby and Hollister (2003, p. 50) support 
this claim in Don't give up your day job: an economic study of professional artists in 
Australia, stating that "In general, we conclude that only about one-fifth of all artists are 
likely to be able to meet their minimum income needs from their creative work alone, with 
only a little over one-third able to earn this amount from all arts work."74  
 
The term 'Independent dance artist' covers not a singular type of artist as the title suggests, 
but rather, a group of different dance artists who perform different activities.  The term 
also masks the different types of tasks that the 'creator' undertakes.   
 
Simplistic perceptions of the independent dance creator hide the complexity of the 
independent dance sector.  The title of 'independent dance artist' covers a diverse group of 
artists, who are primarily self-employed and work independently of any dance company 
infrastructure.  The 'independent dance creator' is one type of 'independent dance artist', 
who creates their own dance works within the style of contemporary dance.  They 
undertake a multiplicity of different roles with which they are not always associated, nor 
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adequately remunerated for.  Furthermore, because many do not earn enough income 
from creating, they often also work other jobs to earn a living.  The barriers to making 
dance works for 'independent dance creators' might be more multifaceted than they first 
seem. If this is the case, resources and infrastructure might not be tailored to meet their 
needs. 
 
TRADITIONAL STRUCTURAL MODELS 
In the earlier review of literature, it was revealed that large scale research studies did not 
differentiate the dancer from the choreographer and that data regarding individual artists 
often pertained to the whole performing arts sector, rather than addressing specific 
performing art forms. This section demonstrates that contemporary dance operates in 
different ways even from contemporary theatre75 to which it is usually considered to be 
most closely aligned. When comparing the two forms, it can be observed that they employ 
different company structural models.  A comparison of the role of the artistic director in 
contemporary theatre and their role in contemporary dance, provides example, exposing 
differences between the models employed by each art form.  This in turn, reveals issues 
with the traditional dance model that create barriers for independent dance creators.  
Explanation is also provided as to why the choreographer and the dancer have not been 
differentiated in many previous research studies on individual artists.  
 
With government funding for contemporary dance declining, and often being inconsistent, 
dance companies have reduced the number of full time dancers that they employ.  They 
now engage additional artists on a series of short term contracts and, increasingly, more 
artists are surviving by working other jobs to earn an income.  At the same time, a trend 
emanating since the mid-1980s sees choreographers working as choreographic facilitators; 
that is, choosing to work with their dancers to generate movement, and requesting their 
choreographic input. 76   This suggests that dance artists today, even if they work in dance 
companies, are increasingly required to be proficient in both dancing and choreographing, 
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 “Most of the time, contemporary theatre refers to a form, an aesthetic, a practice that stems from 
a break, a turning point, a period or an experience that have not yet been overtaken or questioned.” 
(Pavis, 2016, p. 66) 
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 (Card, 2006, pp. 4-6) 
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and that more are acting independently.  It also suggests that the structure of the 
contemporary dance company model is changing.  
 
When examining the closely-aligned contemporary theatre industry, we see that theatre 
artists are “engaged primarily as casual contractors, with the majority of artists employed 
on a project to project base for performances”.77  Yet the Australian contemporary dance 
industry has not adopted the same structural model as its theatre counterpart.  Both 
theatre and dance have companies that are artistically driven by a director; however, this 
role differs significantly between the two contemporary art forms, and has different 
subsidiary effects.   
 
Commonly, in Australia, artistic directors of theatre companies predominantly curate the 
artistic programs for their companies, commissioning works by other theatre artists, and 
employing artists that suit the requirements of each work.  Alternatively, dance company 
artistic directors choreograph most of the works for their companies, and have traditionally 
maintained a regular ensemble of dancers to work with.  This difference means that new 
works by choreographers other than the artistic director are not as frequently 
commissioned in the dance sector as new works by directors in the contemporary theatre 
sector.  This difference has also meant that in dance, a core ensemble of dance artists 
works on a continual basis with the same director, while in theatre, different theatre artists 
work with different directors.   
 
More like the theatre model, some of the project-based dance companies, such as Chunky 
Move, Lucy Guerin Inc., and BalletLab, hire dance artists for each project, rather than 
offering year long contracts.  However, while these artistic directors of project-based dance 
companies do commission 'outside' choreographers more often than ensemble-based 
dance companies (with the exception of Dancenorth)78, the artistic directors still 
choreograph the majority of the company's new works.  
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 (Bailey, 2008, p. 7)  
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 Dancenorth has recently revised its company model.  An ensemble of dancers is still maintained 
but a large number of different choreographers are employed to choreograph works in addition to 
the Artistic Director.  This shift reflects changing artistic processes and the emergence of new 
company models. 
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This results in the contemporary dance company’s profile becoming associated with that of 
its artistic director.  Most artistic directors in contemporary dance in Australia have 
previously been dancers for companies, and often dance companies employ 
choreographers who have previously trained in dance companies. Traditionally, in 
Australia, dancers work their way up the company hierarchy before becoming 
choreographers.  Once respected as a performer, they are offered opportunities to 
choreograph for the company, often with mentorship from the artistic director, practicing 
their craft within a funded infrastructure.  In this scenario, the work that the choreographer 
creates and the way they create it are all largely influenced by the company environment 
that nurtures them.   
 
In the Australian theatre world, the creators of new works are not typically aligned to one 
company; rather, they shift from company to company, and use different creative teams in 
the process.  Artists involved have opportunities to exchange knowledge with many 
different people, in a variety of different environments, through myriad different 
processes, and are recruited from across a larger proportion of the theatre sector.  Unlike 
dance audiences, theatre audiences are exposed to a greater diversity of work from a single 
company.  
 
At the training level, theatre artists are often taught to be collaborative and 
entrepreneurial; they have a variety of different courses available for study, such as acting, 
directing, or generalised drama.  Alternatively, dance students generally study dance 
technique first, and are then able to branch out into different specialties.  However, 
choreography is largely reserved for the post-graduate level and, currently in Australia, 
there are no specific full-time accredited tertiary training courses that offer choreography 
as a course of study at the undergraduate level.  Dance training tends to focus on the 
technique and artistry of dancing, rather than its creation; choreography is an elective or 
ancillary focus.  Currently, professional choreographic development is not available outside 
of a company, except in these ancillary courses.  The theatre industry, on the other hand, 
trains the actor, the equivalent of the dancer in the dance sector, to be foremost an 
independent entity for hire. 
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Different structural models are also reflected in the agreement awards for actors and 
dancers.   Usually covered by the Performers Collective Agreement 2011-2013,79 actors fall 
into one of two categories: Performer Grade 1, or Performer Grade 2.  A Grade 1 Performer 
has less than three years professional experience in the industry.  A Grade 2 Performer 
either has more than three years professional experience and exhibits greater ability than 
the Grade 1 Performer, or is involved in developing the work that is to be performed.  
 
In contrast, dancers are regularly covered by the Live Performance Award 2010,80 and fall 
under 7 different rates of classification.   
 
Within these 7 classifications, the creator is not mentioned.81  The theatre industry shows 
recognition of the creator within the performer categorisation, while the dance industry 
recognises the dance artist specifically as a performer of the physical form, and excludes 
them as creators of dance.  
 
Differences arise from the comparative analysis of the director roles, models of 
employment, and industry awards of theatre and contemporary dance.  The actor is viewed 
by the theatre industry as a combination of technician and creator, while in the dance 
industry, the dancer is viewed as technician, and the creative element is encompassed by 
the entity of the choreographer.  In addition, the predominant and prevalent focus of early 
training on the act of dancing suggests an underlying philosophy that the dancer is the 
basis for all other artistic dance roles.  A hierarchy is embedded within this philosophy: the 
director at the helm, followed by the choreographer, and the dancer at the base.   
 
Under the traditional dance model, the 'independent dance artists' are not appropriately 
recognised.  The traditional dance model, highlighted in this section, assumes the role of 
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 The Media Entertainment & Arts Alliance (2011, p. 16) 
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 A Level 1 Dancer is a dancer in their first year of professional employment or who has not been 
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understudy and perform major roles (both solo and ensemble), show sophisticated partnering skills, 
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the dancer, choreographer, and director are separate entities. There is no recognition for 
an independent dance creator who might be a dancer, choreographer, and director at 
once.   
 
This comparison between theatre and dance sectors also notes that dancers working for 
dance companies are no longer purely dancers, but require choreographic capabilities.  
With more company dancers moving from project to project and having to expand their 
portfolio of artistic skills, the distinction between company dancer and independent dance 
artist can also be seen to be blurred.  This suggests that the traditional dance model, which 
separates these roles, might need to shift to accommodate not only the independent dance 
sector, but the company sector as well. 
 
MAKING DANCE IS EXPENSIVE 
Making new artistic work in the performing arts is expensive; it requires purpose-built 
space, and tools that require development and maintenance.  While there are similarities in 
making new work in the art forms of dance, theatre, and music, the specifics of safe dance, 
and the generative collaboration process82 of making dance, put extra strain on this field.  
Generating new contemporary dance works often requires longer creative times than other 
performing art forms.  In addition, dance generally also integrates other artistic forms such 
as music, design, and/or technology, all of which incur further costs.  While these factors 
are not new, some key aspects associated with the integration of these elements have 
changed.  These aspects make the process of making dance increasingly more expensive, 
and form a barrier for independent dance creators making new work.  These specific 
barriers are outlined below. 
 
Space 
Rehearsal spaces must meet minimum regulations to meet the basic occupational health 
and safety requirements.  Ausdance National's Safe Dance83 information guidelines outline 
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that: studios have to be well lit; they should be big enough to allow no less than 4 square 
metres of room per dancer; they should be tidy, ensuring that electrical cords are out of 
the way; room temperatures should be maintained around 21C; the air should be 
frequently ventilated; overhead items should be well clear of moving bodies; mirrors need 
safety backings and should be raised off the floor, or mounted flush with the walls; 
portable mirrors should be on castors; and floors should be flat, level, covered with 
appropriate vinyl dance flooring, sprung if possible, and (at the very least) capable of 
withstanding the gamut of stresses that will be placed on them.   
 
Today, however, large open plan spaces with high ceilings and no obstructing supporting 
beams are no longer simply sought for dance purposes.  Warehouses, in particular, are 
popular spaces for a wide variety of businesses such as architects, designers, storage 
companies, event and function companies, art galleries, musicians, retail, circus groups, 
and nightclubs.  As competition for these spaces has grown, so too has their price.  The cost 
of buying or renting large venues has normally been relatively dependent on the size of the 
space, and its location; now, demand also pushes up the price. For independent dance 
creators who do not have ongoing resources or a regular venue to use, this increasing cost 
is not affordable and makes it challenging to find appropriate space for making new dance 
work.  
 
Tools and time 
The main 'tools' used to make dance are human bodies—tools that require careful 
selection, preparation, and continual and ongoing maintenance.  These tools incur a suite 
of labour costs, including wages, benefits, taxes and insurance—costs that are on the rise in 
the current business climate.  Dancers are expensive, and the greater the time period 
needed to create the work, the more expensive they become. 
 
In making dance, people are essential.  However, unlike in theatre or music, the dance 
artist—‘the tool’—cannot learn and practice a scripted or composed part on their own 
outside of the studio and turn up at least partly prepared for a rehearsal.  Music, theatre, 
and even ballet, use set artistic terminology; contemporary dance does not.  It takes time 
not only to create the movement vocabulary, but also to then put it together and to 
rehearse it.  This all requires appropriate space.   
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Like instruments, dancers need to be warmed up and conditioned before they are ready for 
use; not just now and then, but each and every day, and after breaks in use.  Dancers also 
need to be cooled down at the end of the day.  The human body is an instrument that 
doesn't come with parts that are readily replaceable, like the instrument of a musician: it 
must be in peak working condition; it needs to be maintained; and often needs to be 
carefully developed to be fit for the tasks it will be required to undertake.  
 
Dancers also need time to practice the dance in the performance space, with the costumes, 
the lighting, the music, the technology, and with any of the other dancers that are involved.   
The independent dance creator might use more experienced artists to keep the time 
needed to bring all of the elements together to a minimum; however, more experienced 
artists are usually also in higher demand so the fee to hire them is usually higher and, 
often, the independent dance creator needs to work around the artist’s availability.  The 
optimal integration of each element of the dance work into the performance needs time, 
people, and space; this incurs the large costs that need to be met.  
 
The specificity of the space, time, and ‘tools’ required to make contemporary dance make it 
more expensive than other art forms.  However, for the independent dance creator with no 
infrastructure, making new dance work becomes even more expensive: space and tools 
have to be acquired for each new work, and this takes time.  Because they do not have the 
resources to afford that time on hand, they then have to take even more time to generate 
and source these resources.  Ideal situations to make work in, funds to afford equity pay 
rates, and access to the resources described above are rare.  Given that dance also often 
lacks the formal structuring of employment and working relationships found in many other 
occupations, the reality sees that artists working in the independent dance sector 
frequently subsidise the work that they are involved in.84  Hence, the expense of making 
new dance work becomes a more pressing barrier for the independent dance creator than 
it is for companies with existing infrastructure and independent artists from other art 
forms.   
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THE FUNDING SYSTEM 
As previously outlined, dance is an expensive art form that relies heavily on funding.  This 
funding system has significantly shaped the professional dance industry.  In Australia, the 
Federal and State governments provide the main source of subsidy for the professional 
dance industry.  The funding system identifies three separate sectors: major, small to 
medium, and independent.  According to the literature, this funding system is 
hierarchical.85  The different professional dance sectors recognised within the government 
funding systems are now described, and their categorisation discussed.  Perceptions of the 
sectors that are implied by the funding hierarchy are then considered, and reveal possible 
barriers.   
 
The three government-subsidised professional dance sectors  
 
Major sector 
The 'major' sector is comprised of the five largest dance companies, also referred to as 
Australia's 'flagship' companies.  The companies in this sector are: The Australian Ballet, 
Queensland Ballet, West Australian Ballet, Sydney Dance Company, and Bangarra Dance 
Theatre.  As stated on the Australia Council for the Arts website, "these companies play a 
vital role in the development of artists and audiences, as well as being a large employer of 
artists and arts professionals".86  Major dance companies are recognised locally, nationally, 
and internationally; receive the most funding at both Federal and State government levels; 
and attract large amounts of philanthropic funding and corporate sponsorship.  
 
Small to medium sector 
The small to medium sector comprises 'key' dance organisations: small to medium dance 
companies, as well as dance organisations.  These companies and organisations receive 
multi-year core program funding.  As stated by Australia Council for the Arts’ website, these 
companies and organisations are "recognised for their national leadership in artistic 
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excellence and the critical role they play in the Australian arts landscape". 87  Referring to 
small to medium dance companies, Throsby (2004, p. 4) asserts that  
 
They are almost entirely involved in new contemporary work, tending to be more 
experimental and less populist in genre than the larger companies. They produce almost no 
imported works and their mediums, genre and presentations are very much at the cutting 
edge of the art form.
88
   
 
Throsby also goes on to state that "some of these companies, their choreographers and 
their dancers have also received international recognition".89 
 
In 2016, twelve key dance organisations and companies were funded by the Australia 
Council for the Arts, and many others receive multi-year core program funding from their 
state and (occasionally) local governments.  This sector receives less funding than the 
majors, but more funding than the independent sector.  Many companies and 
organisations in this sector also attract some philanthropic funds and private sponsorship.  
Corporate sponsorship is less common in this sector than in the major sector because their 
audience reach is smaller.90 
 
Independent sector 
The independent dance sector is comprised of small independent dance companies, 
independent dance collectives, and individual 'independent dance artists'.  Australia 
Council gives no attribution to independent dance on its website.  According to Throsby 
(2004, p. 4), this sector operates "from a very low financial base, receiving subsidy on a 
project basis rather than as continuing operational support,"91 and "independently of any 
formal company but within an interdependent infrastructure".92  Pledger (2014, para. 15) 
places the independent arts sector as the counterpoint to the conservatism of the major 
dance companies.93  This sector is often indistinctly grouped with the key organisations 
because they generate new experimental work; however, they are generally not 
distinguished beyond this in the literature.  Thus, identifying the independent companies, 
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collectives, and individual artists that comprise this sector is challenging, so it is not known 
how many there are.  Furthermore, as not all projects or all people in projects are funded, 
and because funding is irregular, annual grant recipient lists do not return accurate results.  
The lowest resourced of the three dance sectors, the independent dance sector rarely 
attracts philanthropic funds and sponsorship. 
 
The hierarchy 
Using Crampton's (2005, p. 3) schema of resources, power, and public profile, or more 
simply, resource levels only, the basic hierarchy of the subsidised professional Australian 
dance industry is mapped in Table 1. 
 
Table 1 
Basic funding hierarchy for the Australian dance industry 
  
 
 
 
 
 
 
 
 
 
 
 
 
Unspoken perceptions 
When the adjective ‘major’ is placed before a noun, it can be interpreted to be "more 
important, bigger, or more serious than others of the same type".94  As the major dance 
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sector sits at the top of the funding system hierarchy, it can be easily perceived as the 
'major'(adjective) 'dance sector' (noun).  This implies that it is: a) more important than the 
other dance sectors; b) bigger than the other dance sectors; and c) more serious than the 
other dance sectors.  Given that the independent dance sector is positioned at the bottom 
of the funding system hierarchy, a logical deduction would be that the independent sector 
is less important, smaller, and less serious than the other dance sectors.  This emerging 
value hierarchy becomes an issue only when it is enacted; this, unfortunately, seems to be 
the case.   
 
Without knowing more about the independent dance sector, differentiating it from the 
other sectors has been difficult.  Knowing what makes it unique could be the answer to 
ensuring its survival.  The issue of limited funding that has plagued the small to medium 
and independent dance sectors for decades and become a central issue in recent years, 
might have condemned the dance industry to a state of 'survival of the fittest'. 
 
When speaking of the broader performing arts system in Australia, Croggon (2015, para. 
26) states that: 
 
The current model sees the majors floating atop a kind of Hobbesian underworld, in which 
the survival of the fittest sees a few favoured talents rising to the top to be skimmed off to 
the land of salaries and fame, often severed from the collaborators and projects that gained 
them notice in the first place.
95
 
 
Croggon's scenario acknowledges the contribution that the 'underworld' has made, but 
believes that the major sector is not recognisant of an interdependent system; rather, it 
sees itself as a separate, self-sufficient sector.  Crampton (2005) also reflects an 
interdependent dance ecology when describing the Melbourne dance field, referring to it 
as a "food chain - with each element feeding off the one below.  Each element has an 
essential role to play in supporting the total system".96  This description implies that both 
the small to medium and major sectors benefit from the independent sector, which sits at 
the bottom of the food chain.  If this is the case, then a properly functioning independent 
sector is essential for the proper functioning of the small to medium and major sectors, and 
is vital to sustaining the dance ecology.   
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In ecological terms, and drawing from the concept of 'species redundancy',97 the 
independent dance sector could be considered redundant if their loss does not seem to 
impact the sustainability or functioning of the dance ecology.  In this sense, neglecting to 
associate the independent dance sector with a particular function, or disregarding its 
function, fails to acknowledge that it contributes to the dance ecology, its functioning, and 
its sustainability.   
 
When its distinct function or contribution is not attributed, not known, or not visible, the 
independent dance sector could be treated as having an equivalent function to the other 
dance sectors.  If this is then viewed in the hierarchy of the current dance system, the 
sector can be perceived as superfluous.  Instead of its being seen as less important, smaller, 
and less serious, it could even be perceived as not important at all; so small that it is 
insignificant to the dance ecology; totally amateur; and not belonging in the professional 
realm.  The less that function or contribution is acknowledged, the easier it is to form a 
comparative value judgement: the sector that performs the function best, contributes 
more, and becomes more valuable. 
 
A continued lack of attribution of function and contribution to the dance ecology can lead 
to a negative stereotype of independent dance creators, which can be a barrier to their 
creation of new dance work.  As a lesser known and less visible artist, others might assume 
that the independent dance creator is less important, less significant, and/or less 
professional than other artists in the industry.  This assumption results in value judgements 
of the creators’ work and their contribution, and thus inhibits their authentic appraisal.  
This is particularly relevant when this assumption affects peer assessment outcomes on 
funding applications. 
 
GENERAL CONTEXTUAL BARRIERS 
Visibility is one of the major general contextual barriers for independent dance creators in 
Australia to create dance work.  Clearly, the term 'independent dance artist' does not 
account for the sector's intricacy.  Independent dance creators appear to be masked by the 
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title of 'independent dance artist', a title that simplifies the diversity of different dance 
artists that operate within the independent dance sector.  The task of identifying an 
independent dance creator can be challenging.  Five types of artists were identified within 
the independent dance sector: the 'independent artist'; the 'independent choreographer'; 
and the 'independent dancer' (as identified by Card).  Another two have now been added: 
the 'freelance choreographer', and the 'interim dance artist'.   The independent dance 
creator also carries out a multiplicity of tasks beyond that of simply being an artist who 
choreographs, however, they lack recognition and payment for all of the tasks they 
undertake.98   
 
Forming another general contextual barrier, the traditional structural model for dance has 
potentially inhibited the development and recognition of the independent dance creator as 
a professional creator of dance work.  The philosophy built into the traditional dance model 
that the choreographer is born from the dancer might once have been based on actuality, 
but is no longer entirely valid in today's dance ecology.  A new structural model that 
recognises the independent dance creator and the portfolio of roles that they now 
undertake is needed. 
 
The cost of making new dance work is also a general contextual barrier.  As earlier outlined, 
the specific requirements of dance for making new work—particular spaces, a great deal of 
time, and the use of human bodies as tools—make the creative process of generating 
dance work more expensive than other art forms.  In order to meet the costs of making 
new work, independent dance creators who lack resources and infrastructure, seek subsidy 
and in-kind support; trade their time and skills; and/or take on extra work. This situation is 
not sustainable. 
 
A general contextual barrier is also created by the funding system.  While three sectors can 
be recognised—major, small to medium, and independent—the functions of each, and 
their interdependency, are not acknowledged (probably because not all are known).  
Funding criteria do not always account for different sector functions, and treat sectors as 
entities that can operate without other sectors.  This approach places the sectors in 
competition and creates a sector hierarchy.  This hierarchy, in turn, has fuelled the 
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perception that the independent dance sector is inferior to the small to medium and major 
sectors.  This perception has a subsequent impact on the status of independent dance 
creators and their work, and makes it difficult for them to attract investment.   
 
This hierarchy has also generated the perception that the pinnacle of success and, 
therefore, the ambition of the independent dance creator, is to ultimately become the 
artistic director of a major dance company.  Perhaps, due to these perceptions and a lack of 
understanding of the independent dance sector, processes for making dance work are 
unconsciously geared to enable work to be made successfully in the major sector, despite 
the two sectors having different levels of resourcing and infrastructure. 
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Chapter 4: LOOKING CLOSER 
My experience as a Brisbane independent dance creator has been that the barriers 
mentioned in the national context are replicated at the local level.  This chapter, Looking 
Closer, recognises that the Brisbane dance environment also differs from the dance 
environment of other Australian cities, and outlines the various influences and 
infrastructure that have shaped the practice of contemporary dance in Brisbane. It 
acknowledges contextual barriers that are either specific to, or exacerbated by the 
Brisbane independent dance creator’s local milieu.   
 
INFLUENCES THAT HAVE SHAPED BRISBANE INDEPENDENT 
DANCE PRACTICE 
Significant influences have shaped the practice of Brisbane independent dance creators.  
While some of these are the same as the wider influences in Australia (see Appendix D), the 
Brisbane influences are outlined here to provide a context from which to understand the 
specific barriers relevant to Brisbane’s local dance ecology. 
  
Professional dance in Brisbane dates back to the 1960s when the Queensland Ballet was 
established by Charles Lisner OBE.  Prior to this, there were community dance groups and 
amateur dance groups in Brisbane, but no professional dance companies.  In 1975, and of 
key importance to independent dance creators across Australia (including Brisbane), was 
the establishment of the independent statutory authority, The Australia Council for the 
Arts.  According to the Australia Council Act 1975, it was "An Act to establish a Council for 
Purposes connected with the Promotion of the Arts, and to make Provision for related 
Matters".99  Formerly established under the Whitlam Government, 100 the introduction of 
the Australia Council focused funding on professional practice within art forms,101 and 
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extended the involvement of the Commonwealth Government’s role in the arts.102   The 
original premise of the Council was to be a private body to "bring art in all its forms to the 
people".103  Also an early premise, the Council believed that "art, in the widest sense of the 
work, is not a luxury for the few, but a necessity for all".104  This premise suggested that the 
role of the Council was to ensure that diverse art forms were supported, and made 
accessible to all Australians.   
 
Queensland introduced the first state-level funding for arts activities in 1968 and, by the 
mid-1970s, funding for the arts in Queensland was well established.105  These new resource 
and infrastructure providers brought an influx of new funding and new possibilities for 
dance, including opportunities for individuals to create dance works with financial 
assistance.106  The introduction of these funding agencies made it possible for artists to 
imagine an artistic career within Australia. 
 
One of the most influential people in the Brisbane contemporary dance landscape from the 
mid- 1980s through to 2008, was Maggi Sietsma.  Upon her return to Australia from France, 
Sietsma worked as a lecturer (from 1983-1985) for the Brisbane College of Advanced 
Education (now known as the Queensland University of Technology [QUT]).  During this 
time, she helped to develop Queensland's first Bachelor of Arts (Dance) course,107  which 
many Brisbane independent dance artists have completed.  In 1984, having been resident 
choreographer with the North Queensland Ballet Company in Townsville (now Dancenorth), 
and having founded a performance company in France that incorporated the use of 
multimedia, Sietsma, along with Abel Valls, established Expressions Dance Company 
(Expressions) in Brisbane.  This was Brisbane's first professional contemporary dance 
company, and it spawned a number of independent dance creators.   
 
Through Sietsma’s involvement with developing the dance course at the college, and 
through the company's extensive education programs in schools, her creative processes 
became known, and were integrated into a suite of processes that make up contemporary 
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dance practice in Brisbane today.  Sietsma employed a highly collaborative process, 
coupled with extensive creative research periods.  At the time, this approach set 
Expressions apart from other contemporary companies.  Other trademarks of Sietsma's 
choreographic works include spoken word, investigation of the male-female relationship, 
and the fusion of abstraction and theatricality.  These Sietsma trademarks were passed on 
to many choreographers, some of whom now work as independent dance artists.   
 
In 1985, following the loss of Her Majesty's Theatre, the Queensland Performing Arts 
Centre (QPAC) opened.  It was part of what is now known as the Cultural Precinct, South 
Bank, and added new and improved venue space for watching and performing dance.108 
QPAC offered further potential opportunities for Brisbane independent contemporary 
dance creators to develop, present, and engage with dance. 
 
Following the Fitzgerald inquiry report in 1989, and the removal of Bjelke-Petersen from 
government, the early 1990s saw the next wave of creators across all art forms return to 
Brisbane from overseas.  Subsequently, the 1990s saw the emergence of a number of new 
independent dance creators.  Among these was well known Brisbane independent dance 
creator Brian Lucas, who previously danced with Expressions Dance Company, and is best 
known for his theatrical solo dance work.  Also a member of Expressions Dance Company 
was Natalie Weir who worked as a freelance choreographer before becoming the current 
director of the company.   
 
Another lineage in Brisbane was a new group of independent dance creators whose 
influences were separate to those of Expressions Dance Company.  This new group focused 
on the visual arts, whereas Expressions’ focus was theatre.  The group included Clare 
Dyson, whose work crossed dance, dance theatre, visual theatre, film, installation, and the 
site specific.  Another member of this group was Lisa O'Neill, who had been an 
actor/dancer with FRANK theatre, and whose work also used multiple artistic mediums, 
including dance, theatre, contemporary performance, and new-media.   All four of these 
independent dance creators were graduates of QUT. 
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On the national level, from the 1990s onwards, individual choreographers sought 
opportunities to develop their choreographic skills and to develop new contemporary 
dance.  Thus, the 'independent dance artist' was born, but without a company 
infrastructure.   Several independent choreographic hubs were constructed including: 
Dancehouse (1992), activated by Helen Sky, Sylvia Staehli, and John McCormick in 
Melbourne109; Choreographic Centre (1996), a reformation of Vis-a-Vis (Canberra) which, in 
2001, became the Australian Choreographic Centre directed by Mark Gordon110; and 
Rosalind Crisp's Omeo Dance Studio (1996) in Sydney, set up to support a community of 
professional artists.   
 
These hubs enabled artists who operated outside of company structures (such as solo artist 
Ros Warby) the opportunity to gain recognition.  A similar cooperative movement was also 
reflected in Brisbane, where collectives such as the (interdisciplinary) Crab Room (1995) 
and (dance-specific) Cherry Herring (1996) were formed.  These collectives of independent 
dance creators shared practice and evenings of dance to test drive and experiment with 
new work.  For a while also, they provided a place for new dance graduates to find some 
professional development.  However, the Crab Room and Cherry Herring dissipated by the 
turn of the century due to a lack of funding support, artistic drive, space redevelopment, 
and a depletion of the organisers’ energy reserves.   
 
By 1996, the World Wide Web began to connect people across large distances, firstly 
through email and websites and then, at the turn of the century, also through social 
networking.  Communication across distance became more viable, and accessibility to 
information increased.  This access to a broader range of dance offerings helped 
contemporary dance across Australia to diversify more quickly, and encouraged artist 
numbers to accumulate through increased exposure to dance.  In Brisbane, the late 1990s 
saw independent dance creators Suzon Fuks and James Cunningham form Igneous (1997) 
which, notably, shifted dance online through intermedia performances.  The internet 
provided independent dance creators with a new platform for presenting dance works and 
for sharing information. 
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The turn of the century saw the emergence of a new dance company structure that has 
also been aligned with the rise of the independent dance artist.111  In Victoria, 
Choreographer/Directors of the likes of Gideon Orbarzanek, Phillip Adams, and Lucy 
Guerin, formed project companies Chunky Move (1995), Balletlab (1998), and Lucy Guerin 
Inc. (2002), respectively.  Shifting away from traditional company structure where artists 
were employed on a full time basis, these new project companies employed artists by 
project rather than annually.  This new project company structure provided an alternative 
to the full-time company model, and changed working patterns for dancers and 
choreographers.  Artists now began to move more freely between companies.   
 
Another new trend saw many choreographers become choreographic facilitators, choosing 
to work together with their dancers to generate movement, rather than devising the 
movement themselves, imposing it on the dancers, and then arranging it to suit their 
vision.  This shift required dancers to become more involved in the choreographic process; 
thus, dancers began to expand their skill-sets to not only serve as interpreters of 
choreographic movement, but to also contribute creatively to the formation of the 
choreographer's vision.  Especially in Melbourne, the inclusion of dancers in the 
choreographic process blurred the line between choreographer and dancer.  Also, with the 
new project model, dancers needed to diversify skills so that they could find work between 
projects.  These straightforward binary opposites of company dancer and independent 
made way for an array of different types of company dancers and independent dance 
artists.  However, in Brisbane, where there were only two full-time companies, and dancers 
did not move between them, the consideration of a dancer as a creator, or independent 
dance creator capable of being both a dancer and choreographer, was limited. 
 
The decade from 2000–2010 in Brisbane was dominated by a small number of independent 
dance creators working collectively.  These included Polytoxic, Brian Lucas, Clare Dyson and 
Lisa O'Neill.  With the introduction of the Brisbane Powerhouse and the Judith Wright 
Centre, both with multiple and varying sized theatres and rehearsal spaces, these creators 
were able to be housed as Artists in Residence at both of these venues, as well as at the 
earlier established QPAC.  Some shared dancers (such as Clare Dyson and Polytoxic), and 
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others (Brian Lucas and Lisa O'Neill) moved from solo dance or theatre in and out of other's 
works.   
 
With the introduction of Brisbane City Council grants for arts activities in 2012, a local 
government level was added to funding for Brisbane independent dance creators, and 
further extended the funding options available.   However, despite new funding streams 
having been introduced, funding for Brisbane contemporary dance activities has continued 
to fluctuate with changes in government and global priorities.  Arts initiatives that provide 
resources, infrastructure, and support have also come and gone.  Two prime examples of 
initiatives designed to help Brisbane independent artists (from all art forms) have been 
MAPS for Artists, a producing service to help sell the work of selected independent artists; 
and Fresh Ground, an arts residency program designed to assist selected independent 
artists develop both practice and product.  Both of these programs have now dissolved, but 
without explanation having been provided for their dissolution.    
 
Most recently, and of great import to Brisbane independent dance creators and to dance 
across Australia, were the funding cuts to Australia Council for the Arts in 2015.  George 
Brandis, the Attorney General and Arts Minister for the Australian Government at the time, 
took $104.7 million away from the Australia Council for the Arts in the May budget, without 
notice.   There was uproar from the small to medium sector and independents in the arts 
industry while, notably, most major companies remained silent.  As a result, a Senate 
Inquiry was called to investigate the Impact of the 2014 and 2015 Commonwealth Budget 
decisions in relation to the Arts.112  Representatives from across the small to medium 
sectors of the arts industry made submissions to this Inquiry.  Unfortunately, however, 
independent artists, and particularly dance artists, did not have the statistical data to 
support their arguments.  The impact of the funding cuts to the small to medium 
companies and organisations resounded both audibly and visibly.  The impact on the 
independent sector, on the other hand, bore little weight in the subsequent conversation 
and was largely invisible.  This was despite the fact that the cuts would directly affect 
independent dance creators' ability to create work, and would make the sustaining of a 
career as an independent dance creator more difficult. 
                                                          
112
 (Parliament of Australia, 2015, p. 1; The Senate: Legal and Constitutional Affairs References 
Committee, 2015) 
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The Senate inquiry also drew attention to the divide between the major dance companies 
and independent dance artists.  It highlighted that visibility for all independent dance 
artists, but particularly for Brisbane independent dance artists, is clearly an issue.  It also 
highlighted that on the national level, but also specifically at the localised level, there is a 
large gap in available data regarding the independent dance sector.  Furthermore 
sustainability for independent dance artists in Brisbane is under threat.  However, without 
substantial data on the independent dance sector, not enough is known about the 
problems that independent dance artists experience.  Without being able to 'see' this 
sector, it is hard for informed and effective decisions to be made to improve their situation, 
and to predict the impact that any dance industry decisions might have.   
 
The money that Brandis took for the National Programme for Excellence in the Arts has 
since been invested in the introduction of Catalyst: Australian Arts and Culture Fund.  The 
new fund is run by the Department of Communication and the Arts and their website states 
that they "develop [Australian Government] policies and deliver programs that encourage 
excellence in the arts, help to protect our cultural heritage and support public access to and 
participation in, arts and culture in Australia".113  Through Catalyst, the department states 
that "it will invest $12 million each year in innovative projects and initiatives from arts and 
cultural organisations".114  However, it does not support applications from independent 
artists, and has reduced the pool of funds available to Brisbane independent dance 
creators.     
 
Adding strain to limited resources and infrastructure has been an increase in dance 
graduates.  As dance has grown in Brisbane, the prevalence of training institutions offering 
dance courses has also increased.  In 2016, there were a plethora of different training 
institutions offering accredited dance courses, ranging from private dance schools, 
government supported tertiary institutions (such as QUT and the Aboriginal Centre for the 
Performing Arts), and private pre-professional courses run Queensland Ballet.  The training 
that each of these courses offer provides varying degrees of certification, and training 
institutions profess that dance artists are prepared and ready for a career in the 
professional dance industry.  However, with so many courses now training dance artists, 
                                                          
113
 ("What we do," 2017) 
114
 ("Program Information: About The Program," 2017, para. 1) 
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there are far more graduates than there are professional dance positions.   For this reason, 
many dance artists forge their own dance pathways by becoming independent dance 
artists.  However, with a scarcity of available information regarding the independent dance 
sector to inform training methods, it is questionable whether training prepares dance 
students to be independent dance artists.  
 
This overview of the influences that have shaped the practice of Brisbane contemporary 
dance creators, recognises a number of issues that have the potential to impact the 
creation of dance works: The demise of the collectives The Crab Room and Cherry Herring 
highlight that space and energy are necessary to keep platforms alive to enable new dance 
works to be created and tested; career trajectories can lead independent dance creators 
away from creating (though why this might be the case is not clear); training for 
independent dance creators could be inadequate (given that little is known about the 
independent dance sector to inform training methods and curriculum development); as 
making dance is expensive, limited amounts of, and access to funding would hinder 
independent dance creators’ capacity to afford to create dance works; the government’s 
redistribution of funds away from individual artists to organisations, suggests that the 
government does not see value in investing in independent dance creators or their work; 
some resources, infrastructure, and support for Brisbane independent dance creators have 
disappeared, supporting the claim made by an independent that long term solutions have 
not been found to address barriers;  finally, the lack of explanation for why certain 
resources, infrastructure, and support have disappeared without consultation, indicates 
that there are communication barriers between independent dance creators and their 
sources of resources, infrastructure, and support.   
 
SPECIFIC CONTEXTUAL BARRIERS 
As identified in the previous section, dance in Brisbane differs from dance in some other 
Australian cities such as Melbourne, Sydney, and Perth.  This section highlights four 
contextual barriers that are specific to Brisbane: visibility, spaces, platforms, and 'interim 
artists'. 
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Visibility  
Visibility is a barrier for Brisbane independent dance creators.  Finding a record of 
independent dance in Brisbane is challenging, unless you know who the artists are.  The 
Australia Council website lists the Major Performing Arts Companies and the Key 
Organisations, but does not list 'independent dance artists'.   Arts Queensland's website, 
which contains their Arts and Cultural Investment Framework document, only lists the 
major companies that Arts Queensland supports.  Ausdance National's website lists dance 
companies, but not independent dance artists.  Ausdance Queensland's private database 
records seventy Queensland independent dance artists; unfortunately, however, it was not 
possible to find out how many of the Queensland independent dance artists were Brisbane-
based (Their public records list only two, and this certainly under- represents the field).  
Public grant recipient lists record some independent dance creators; however, some 
creators work as collectives, and many projects are funded through secondary resource 
and infrastructure providers, such as festival or arts’ residency programs such as Fresh 
Ground115.  There are also no specific courses in "independent dance creation" at training 
institutions to provide visibility. 
 
Brisbane independent dance creators usually require partnerships with venues to secure 
dance performance seasons and, often, marketing of their work is sent out through the 
venue's database.  Often, in this case, the venue-specific marketing is familiar to their 
potential consumers, thus overshadowing the identity of the creator and reducing their 
visibility.   
    
Whether the same venue support would be as useful if independent dance creators had 
more visibility, better recognised identity, and greater value endorsement, would be 
interesting to know, and is a topic for future study.  Performances that showcase the work 
of independent dance creators do not normally advertise that it is 'independent'.  Often, 
the fact that it is an independent dance work is visible only through the biographies in the 
program brochure.  
 
                                                          
115
 Fresh Ground was an arts residency program at the Judith Wright Centre of Contemporary Arts 
supported by Arts Queensland. 
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In Brisbane, the contemporary dance sector is small.  Table 2 illustrates the subsidised 
professional dance ecology in Brisbane, and highlights that it comprises only the small to 
medium and independent dance sectors. 
 
Table 2 
The subsidised professional dance ecology in Brisbane 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
Unlike Sydney, Brisbane has no 'major' contemporary dance company and, unlike both 
Melbourne and Sydney, it has fewer small to medium contemporary dance companies.  In 
Brisbane, the Queensland Ballet is the major company, and their focus is predominantly on 
ballet works.  Contemporary dance creation is primarily generated by Brisbane’s 
independent dance sector, and its small to medium sector, comprised only of Expressions 
C
o
n
te
m
p
o
ra
ry
 
Major Dance Sector 
- Queensland Ballet 
Small to Medium Dance Sector 
- Expressions Dance Company 
-Ausdance Queensland 
 
Independent Dance Sector 
- Small independent dance 
companies 
- Independent dance collectives 
- Individual dance artists  
(independent dance artists) 
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Dance Company.  Key organisations that are part of the small to medium sector, such as 
Ausdance Queensland,116 also facilitate the creation of contemporary dance work from 
time to time; however, this facilitation is not the organisation's focus as it is for a 
choreographic hub117 such as in Melbourne, Sydney, Perth, and now in Adelaide.  The 
choreographic hubs in these cities form safe places for developing choreography, frame 
independent dance work, and provide a visibility and identity for the independent dance 
sector.  Contemporary dance is also given greater visibility in cities such as Sydney, where 
there are two major dance companies and a couple of small to medium companies focused 
on contemporary dance work.  The same is true of Melbourne, where there are a number 
of small to medium companies that are focused on contemporary dance, and have regular 
programs that support independent dance. 
 
Space and platforms 
Choreographic hubs are extremely important in providing a level of support to independent 
dance creators that they would not normally get as individuals.  The difference in the level 
of support for the various sectors is readily observed.  For example, Queensland Ballet's 
website lists fifty-eight partners, and Expressions Dance Company's website lists thirteen.  
To position this support in contrast to the independent sector, some Brisbane independent 
dance artists do not even have a website to list partners on, and most of the support that 
they receive is either in the form of government funding, or venue partnership for one-off 
projects; rarely do they list a sponsor or private funder.  However, an examination of the 
websites of independent choreographic hubs in Australia shows that these hubs are able to 
leverage sponsorship or private philanthropy.  Not having this level of support for the 
independent dance sector in Brisbane, is a barrier for Brisbane independent dance 
creators. 
 
Choreographic hubs also provide designated platforms for independent dance artists to 
develop their work and showcase their skills that come without judgement and without 
pressure to achieve predetermined 'mainstream' outcomes.119  Without these platforms, 
dance works of all creators, whether independent or attached to a company, might be 
                                                          
116
 Ausdance Queensland is the peak body for dance in Queensland. 
117
 A choreographic hub is a physical space specifically identified with independent dance making. 
119
 'Mainstream' refers to the familiar outcomes of major and well known dance companies. 
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viewed through the same lens.  This often leads to expectations of works having the 
familiar structures, production values, and aesthetics of the dominant mainstream dance 
companies.  Often, these expectations of independent dance are impractical or unrealistic 
and might not be met.  The result is disappointed audiences and resource and 
infrastructure providers—a result that is likely to tarnish the reputation of the entire 
Brisbane independent dance sector.  The lack of platforms to frame independent dance 
work is another barrier for Brisbane independent dance creators.  
 
Support for independent dance creators and the provision of safe platforms for framing 
independent dance work is not a focus of the small to medium or major dance sectors in 
Brisbane.  With the focus of Queensland Ballet being on classical ballet works, the company 
has very little interaction with the contemporary dance.   
 
For a number of years, Expressions Dance Company ran Launch Pad, a studio season with 
simple sets and costuming and very basic lighting that showcased ten-to-twenty minute 
works, mostly by independent dance creators.  In 2013, Launch Pad became Propel,120 
shifting the season into a theatre, increasing the level of production, and reducing the 
number of independent dance creators that could be showcased.  In 2017, Propel will 
showcase the work of only one Brisbane independent contemporary dance creator.  
Expressions Dance Company also ran Solo - A Festival of Dance in 2011 and 2014.  In the 
first year, the season showcased short solo works primarily by independent dance creators; 
however, the second season a few years later saw fewer independent dance creators 
involved, and more solos by company choreographers.  Unfortunately, Expressions Dance 
Company's programs are not regular enough to have much impact on building 
choreographic development, or improving the visibility of the independent dance sector.   
 
The situation is different in other cities.  Melbourne has Dancehouse, "Australia's premier 
centre for independent dance"121 which exists specifically to support the independent 
dance sector.  Furthermore, small to medium dance companies such as Lucy Guerin Inc., 
Chunky Move, and BalletLab run regular annual programs that engage independent dance 
creators.  Sydney has Critical Path, "Australia's leading centre for choreographic research 
                                                          
 
121
 (Dancehouse, 2017) 
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and development",122 and small contemporary dance companies such as Force Majeure and 
Shaun Parker and Company.  Perth has STRUT - The National Choreographic Centre of 
Western Australia, as a home for independent dance artists and a centre for developing 
choreography.  The closest Brisbane has to a hub is an online community on Facebook: 
Brisbane Dance Artists Hub.  For Brisbane independent dance creators this means that 
there are less appropriate venues for making and presenting their dance works, and 
without a centralised subsidised venue dedicated to dance, space that is available is often 
very expensive.  One creator who was surveyed in this research project exclaimed, "I 
couldn't believe how much studio space cost!"  With a lack of places designed for framing 
independent dance work, time and processes involved in making new work are also 
affected.  The pressure to be productive that was highlighted in Chapter 2 by Long's study 
was also expressed in this research by a Brisbane independent dance creator who was 
surveyed who expressed that  
 
the pressure to put something 'on' and the expectations and the vulnerability that comes 
with a 'produced work' is immense.   
 
It was also raised in a survey response that 
 
...more time to experiment - to find the voice of the project - to play with concepts and 
ideas prior to embarking on a full work would be so valuable,   
 
indicating that not enough time is currently enabled for these creators to make new dance 
work. 
 
'Interim dance artists' 
The growing number of 'interim dance artists'123 is also a barrier for Brisbane independent 
dance creators.  Competition for resources and infrastructure has increased, as Brisbane 
independent dance creators are now competing with more independent dance artists.  
New dancers who have trained at one of the many accredited training institutions and 
                                                          
122
 ("Critical Path," 2016) 
123
 As mentioned earlier in Chapter 3: Beneath the Camouflage, The Title of 'Independent Dance 
Artist' 
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enter the professional dance industry, are challenged to find work with Expressions Dance 
Company that maintains a small ensemble of between just six and eight dancers.124   
 
Expressions Dance Company, like most dance companies, seeks artists who have 
experience, and whom the artistic director knows and trusts.  Graduate dancers compete 
against dancers who have worked in other companies and want a change, as well as against 
other ‘interim dance artists’ that have been in the dance industry for years, but have not 
yet found company work.  Auditions for new dancers are rarely held; rather, artists who 
come either recommended or have impressive track records, are invited to spend time with 
the company in what could be considered a ‘try out’.  Many dance graduates, therefore, 
become independent dance artists by default;125 the independent dance sector provides a 
way for them to remain connected to the dance industry, and to maintain some degree of 
physical training.  While the 'interim dance artist' is independent as a means to stay in the 
industry until they find employment in another sector, the time that they do spend in this 
sector needs to be active.  Hence, these artists might also create work, and require the 
resources and infrastructure to do so.   
 
This raises another problem. Because ‘interim dance artists' are grouped as independent 
dance artists, dance works might be created for different purposes.  This could cause 
confusion about the function of the independent dance sector: it appears to be a sector 
that strives to make 'new' dance, but also a sector that is a holding ground for artists for 
the other sectors.  This could contribute to a belief that artists from the independent dance 
sector aspire to work in other sectors of the professional dance industry.  
 
Given that there is no qualifying entry point into the independent dance sector, and that 
experience can range from the training ground of graduate and emerging dance artists to 
the specialist operational ground for established independent dance artists and creators, 
the quality of works showcased by the Brisbane independent dance sector is inconsistent.  
This, too, can be a barrier to making dance works for Brisbane independent dance creators: 
                                                          
124
 A quote given in response to this research study survey was "I was interested to work in major 
companies, I quickly realised that there were few jobs available."  In my experience, this is a familiar 
quote said by many independent dance artists who have graduated. 
125
 "After working that way [as an independent dance artist] after leaving university, I later made a 
choice to follow the independent path. " said a respondent in the survey for this research study. 
      
LOOKING CLOSER 63 
 
audiences and providers of resource and infrastructure expecting the same outcomes for 
all independent dance work, irrespective of whether it has been created by emerging or 
established independent dance practitioners.   
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Chapter 5: A VIEW FROM WITHIN 
Chapters 2, 3 and 4 have provided various perspectives that are based on a literature and 
contextual review of the state of the independent dance creator.  The following text now 
balances these perspectives by providing another perspective: a summary of my view as a 
researcher immersed in the field.  Within this chapter, while I have chosen to write in the 
third person to highlight the broader context, it is strongly written from my position as an 
artist within the independent dance community.  Much of it is anecdotal, and my personal 
experience and intimate knowledge of the field has then been reiterated in quotes from 
Brisbane independent dance creators from this study.   
 
Brisbane independent dance creators are in a poor state; they are struggling.  Time poor 
and exhausted from trying to have their voices heard and from competing with each other, 
they are overwhelmed by all that they need to do.  They have so many immediate issues to 
deal with, that thinking past these is difficult; they have little energy for being creative, for 
contributing to solutions, or for driving new initiatives and they are emotional.  They are 
frustrated and angry with dance companies, organisations, stakeholders, and each other 
and they fear being criticised; fearing a loss of opportunities if they disagree with those 
controlling resources or infrastructure, or for speaking about the actuality of events that 
have taken place when circumstances have been less than amenable.  Anecdotally, many 
have mentioned that they resist talking about the extent of their problems for often they 
are quickly dismissed by those outside the sector and met with a response such as, “well 
you’ll just have to deal with it”; simply brushed aside and seen as ‘whinging’.  However, 
independent dance creators really do have a lot to deal with: constant instability; poor 
working conditions; gaps in training; poor remuneration; long hours; and continual multi-
tasking.126  At sector meetings with funding agencies and advocacy bodies, I observed that 
some creators were in tears, their voices and bodies uncontrollably shaking from 
frustration, nervousness and exhaustion.  Some artists were so affected they needed to 
leave the room.  Over the years many have given up, or moved elsewhere in search of 
                                                          
126
 Questionnaire findings outlined in Chapter 7 highlight the instability, poor conditions, number of 
roles being undertaken, and gaps in training, that Brisbane independent dance creators are 
experiencing. 
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better prospects. One independent dance creator who was surveyed expressed the 
struggle increased as they got older: 
 
It does feel it gets harder as you get older.  When you're younger you're more likely to be 
accepting of making art for less money and living that lifestyle.  With children to support, 
mortgages to pay, and a growing realisation of the lack of superannuation that you have, 
it is difficult to justify staying in the profession.   
 
Independent dance creators that remain are passionate about dance and the work that 
they do.   
 
Attempts are being made via funding agencies and organisations to improve conditions for 
the Brisbane independent dance sector,127 however, to date they have been largely 
unsuccessful.  Commonly, the process sees funding agencies and organisations seek the 
opinions of companies and other organisations on how to improve conditions for the 
independent dance sector, presuming that they are experts on all things dance, and 
expecting independent dance artists to listen to what they have to say.  The opportunity 
given to independents to have input into decision making processes that affect them is 
rare; thus, many decisions are being made without consultation and without notification 
being given of any changes made.128   
 
For independent dance creators to attain resources, infrastructure, and support they are 
being asked to apply according to a set of criteria that are determined by providers who 
often have little understanding of the independent dance sector.  An independent dance 
creator who was surveyed mentioned, "Coordinating AQ129 funds with other funding 
structures can be difficult, due to the time frame that the funds need to be spent in."   
Another said, "Attracting funding and support for this type of activity is very difficult." 
 
Quite often the criteria are designed to maximise outcomes for the provider; often 
reducing the benefit to the recipient.  The issue of getting appropriate support from 
                                                          
127
 These include dance action plan meetings and dance sector meetings between 2010 and 2017. 
128
 Most recently there has been a lack of consultation with the Brisbane independent dance sector 
regarding the future of the Judith Wright Centre of Contemporary Arts.  Currently there remains no 
independent dance artist allowed on the planning committee despite requests made through 
Ausdance Queensland to Arts Queensland by independent dance artists. 
129
 Arts Queensland 
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providers to assist independent dance artists was expressed by an independent in the 
survey who said, 
 
It would be great if The Queensland Ballet also looked at supporting independent artists 
rather than just providing classes that make the company money.  Giving a couple of 
dancers in the company, or the very occasional independent artist some teaching or 
choreographic work is nowhere near enough.   
 
However, to receive access to resources and infrastructure, when granted by providers 
who are established and well respected, instils greater trust by audiences and presenters, 
in the recipient’s capabilities.  
 
Support for the independent dance sector to date has been largely ineffective, resulting in 
recurring problems.  Decisions regarding resources, infrastructure, and support for 
independent dance artists are being decided without specific knowledge of the 
independent dance sector.  Access to resources, infrastructure and support has come with 
unrealistic expectations, rules and restrictions; if these are not met, access is not granted.  
Largely, resources, infrastructure, and support so far has provided 'quick fixes' or 'patches', 
and failed to adequately support artists in the long term.130  Unfortunately, recent 
programs that have provided useful infrastructure such as ‘MAPS for artists’ and FRESH 
GROUND have been discontinued.  This may be because programs such as these can be 
expensive to run and the benefits and outcomes of running them may not appear to match 
the investment made.  However, it may be that this type of developmental infrastructure 
generates considerable benefits to independent dance creators in the long term, but data 
capture and evaluation processes currently only allow for consideration of the benefits in 
the short term.  Another issue that may arise here relates back to the visibility of activities 
of independent dance artists and the difficulty of capturing data.  Information gained, 
practices and processes developed, and funds and resources accessed by artists 
participating in programs such as MAPS or Fresh Ground, may be regularly extended by 
those artists to benefit a much broader network of different artists and different sectors of 
the dance industry but not be currently discernible.  Thus, the outspread reach and long 
term benefits that possibly outweigh the initial investment may not be accounted for with 
current evaluation and data collection processes. 
                                                          
130 Programs that have provided useful support to independent dance creators, such as ‘MAPS for 
artists’ and ‘FRESH GROUND’, have been discontinued. 
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Communication between independent artists and the rest of the dance sector is impeded.  
Independent artists struggle to articulate their problems, and others are not actively 
listening.  Meetings between independent artists, stakeholders, companies, and 
organisations are not productive, and are seldom driven by the independent.  Broad 
questions are asked, no agenda is provided, everyone is rushed, and discussion regularly 
strays off topic.  When either party is asked questions, the immediate response is 
defensive.   
 
Many of the established independent dance creators in this research study appeared 
despondent.  They were concerned about the lack of profile, recognition, and 
understanding of independent contemporary dance in Brisbane.  Many carried a belief that 
contemporary dance in Brisbane is slipping further behind its national counterparts, and is 
not able to compete on a global scale.  Generally, the feeling reflected was that attempting 
to make new dance work as independent dance creators is futile.  Participant observation 
revealed that these independent dance creators were weary from re-encountering the 
same barriers to making dance work (for some creators this encounter has spanned twenty 
years).  This research indicates that Brisbane independent dance creators work hard and try 
to be resourceful to continue making new dance work, but that earning a living from 
creating dance work is a struggle.  Some independent dance creators leave Brisbane in 
search of more prosperous opportunities and better working conditions; others continue in 
Brisbane, but seldom see their new dance works realised; and others give up making new 
dance work altogether because it is simply not viable for them. 
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Chapter 6: WHERE PRACTICE MEETS 
RESEARCH: A METHODOLOGY 
INFORMED BY EXPERIENCE 
Before commencing this research, the problems facing the independent dance sector 
appeared simpler, and my assumption was that the pathway to finding solutions would be 
simple too.  Observations from a meeting between a government stakeholder, dance 
companies, organisations, and the independent dance sector had alerted me to a number 
of problems facing this sector, and a need for research to address them.  However, 
unpacking the problems soon revealed both their intricacy and the multifariousness of the 
independent sector itself.   While many problems presented, the problem investigated in 
this research—the barriers to making dance work for Brisbane independent dance 
creators—was chosen because independent dance creators generate work for other 
independent dance artists.  Addressing this problem for Brisbane independent dance 
creators, should also increase the amount of work available for other independent dance 
artists within the sector in Brisbane. 
 
The mixed methodology used to clarify the research problem and enable identification of 
the barriers to making dance works faced by Brisbane independent dance creators, is 
outlined in this chapter.  There is one overarching lens that frames the research, and three  
specific methodological approaches that systematise the research process.  These are 
unpacked, and their applications rationalised.  Finally, the instruments that are used to 
collect comprehensive data, and the processes involved to deeply analyse this data, are 
detailed.  
 
MIXED METHODOLOGY 
There are a great number of interconnected barriers to making dance works for 
independent creators, some of which have not been resolved in twenty years.  In addition, 
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there are several types of dance artists in all sorts of roles and undertaking all sorts of 
activities, who are not reflected in the simplistic title of 'independent dance artist'.   
 
As an expert in the dance field, my perspective offered a great deal of information, 
especially as a foundation from which to navigate the investigation.  While my own voice 
needed authority within this research project,  it was also limited to the individual 
experience that had shaped it, and could not embody the experience of all independent 
creators.  A mixed methods approach brought alternative perspectives to the research, and 
enabled a comprehensive investigation.    
 
Drawing from different but complementary methods to conduct the research, meant that 
several different processes could be used concurrently to explore what the barriers were, 
why they existed, and how future resources, infrastructure, and support might be 
improved.  This process challenged my perceptions and altered my thought progressions, 
and the data obtained revealed theories that could be compared to my own theories, and 
to those in literature.  Quantitative data collection methods provided a quick means to gain 
tangible statistical information, while qualitative data collection provided thick description, 
and a means to capture the less tangible meaning that statistical data cannot.   
 
A lot of research and discussion papers on dance have laid claim to the vital supportive role 
that independent dance plays especially in contributing to dance's innovation.131  This 
highlights that the independent sector interacts with other parts of the dance ecology and 
therefore, a holistic view of the barriers was deemed necessary.  Unfortunately, details of 
the specific ways that the independent dance sector contributes to innovation within the 
ecosystem are not provided.  And, whilst it is of great interest to learn the ways that  
independent dance feeds into the dance ecosystem to understand how the sector might be 
more sustainable, it was not the focus of this research.  However, it does reveal a clear 
need for future research to be done in this area to help understand the function of the 
independent dance sector within the dance ecology.   
 
                                                          
131
 See Redefining the field - expanding the field (Crampton, 2005, p. 5), Walking in Sydney looking 
for dancing: an auto-ethnographic mapping of the place of independent dance (Long, 2010, p. 57), 
and New Models, New Money: A Foundation for the Artist (Shultz et al., 2010, p. 9) 
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The methodological approaches that I utilised for the collection and analysis of data, 
ensured that I accounted not only for the barriers that independent creators face, but also 
for the context within which the barriers are positioned.  This framework also allowed for 
consideration of the interactions of the independent creators.  Attention was given to the 
individual (micro), relational (meso), and combined (macro) elements of the system and 
their interconnectedness.  Attention was also given to the elements' localised and 
contextual environments and the respective impact these environments bear on their 
functionality as well as the combined functionality of the system they exist within.  This 
framework; an ecological research lens, ensured that a holistic approach was taken to 
investigate the barriers, accounting for the interdependent system that the barriers occur 
within. 
 
The three methodological approaches used for this research reflect the view that 
knowledge is constructed, and does not simply wait to be encountered.  They ensured that 
I engaged in a variety of ways with the research problem so as to experience it differently, 
and that I was then able to assemble the knowledge gained.  Mixed methods enabled 
information to be collected from the experience of the researcher, the observer, the 
independent creator, and the literature.  This, in turn, enabled the construction of a deep 
understanding of the issues at play.  
 
A mixed methodology supported an investigation of the complexity of the problem.  It 
enabled a holistic approach; one that considered the breadth of influential aspects, to 
identify and gain an understanding of the different levels of the problem and how they 
might be addressed. 
 
THE ECOLOGICAL LENS 
The experience of working in many sectors of the dance industry revealed that it is an 
ecology.  While I am a Brisbane independent contemporary dance artist, I also engage with 
the dance industry as an arts administrator and manager, rehearsal director and teacher, a 
board member of a new dance festival, an audience member, and a researcher.  Previously, 
I have been an assessor and consultant for government funding agencies, a dance student, 
and a company dancer.  These various environments have enabled me to experience many 
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of the daily operations and interactions undertaken by a range of different sized dance 
sectors—from the micro independent sector to the major sector housing the large dance 
companies.  The experience has also enabled me to cross different parts of those sectors: 
from the private to the subsidised; and across performance, creation, education, advocacy, 
administration, management, and facilitation.  Such expansive navigation across the 
landscape of contemporary dance, and the experience of different roles, has provided me 
with the awareness that the different sectors operate differently, and that there are many 
interactions and unique processes within each sector.  
 
Makeham, Bradley and Kwok (2012 , para. 4) describe an ecology as "a system 
characterised by interacting elements",132 and further state that the sustainability of 
elements is reliant on the relationships between them.  Viewing the barriers to creation 
that face independent dance creators with the ecological lens, considered the interrelation 
of the system elements: the independent creator, the independent artist, the companies 
and organisations, the resource and infrastructure providers, and funding policies.  The 
ecological lens provided a framework for understanding the factors that generate and 
sustain barriers to creation; a framework that identified entry points from which to gain 
access to the barriers, and to understand how they were produced and prolonged within 
the independent dance sector and across the interacting subsystems.   
 
To investigate the dance ecology; a complex system of diverse and interdependent 
elements,133 the model of investigation needed to be sophisticated.  In turn, a sophisticated 
understanding of the barriers independent dance creators experience in the process of 
making new work was necessary for the sustainability of the independent sector to be 
improved and for more effective operation of the interacting dance sectors to be found. 
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 (Makeham et al., 2012, para. 4) 
133
 A network of lots of different yet related, or complimenting, components that interact together 
whose collective condition, form, or behaviour is inconstant.  
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PARTICIPANT OBSERVATION 
The first methodological approach used was participant observation, a tool from 
ethnography.134  Gullion (2015, p. 3) describes the ethnographer much like a 'culture 
detective'; ethnographers "immerse ourselves in a field - a setting in which social 
interactions occur".135  In The SAGE Encyclopaedia of Qualitative Research Methods, Given 
(2008b, p. 599) describes participant observation as "a method of data collection in which 
the researcher takes part in everyday activities related to an area of social life in order to 
study an aspect of that life through the observation of events in their natural contexts".136  
Participant observation positioned me in the natural settings of Brisbane independent 
dance creators, and enabled an 'emic position'137 from which to gain data that would help 
to understand the barriers to making dance work from their perspective.  Berg and Lune 
(2012, p. 197) concur: "From this vantage, researchers can examine various phenomena as 
perceived by participants and represent these observations as accounts".138   
 
Were I not an artist-researcher (see Appendix C), participant observation might have been 
a more time-consuming endeavour.  Conducting a specific study, such as Long's Walking in 
Sydney Looking for Dancing: An Auto-ethnographic Mapping of the Place of Independent 
Dance139 might have been a necessary pre-requisite to gaining access to Brisbane's 
independent dance creators.  However, through working within the Brisbane dance sector, 
I already knew the places its members frequented and, therefore, where to go to 
undertake participant observation.  This position as artist-researcher with access to the 
field of study, allowed me to move freely in the world of Brisbane's independent dance 
creators.   
 
Equipped with previous experience as an independent dance artist, I was also aware that 
Brisbane independents are wary of outsiders.  For many, work takes much of their time and 
effort; it is so intertwined with their lives that anything that affects their work, also affects 
                                                          
134
 Kawulich (2005, para. 5) contends that "participant observation is considered a staple in 
anthropological studies, especially in ethnographic studies, and has been used as a data collection 
method for over a century". 
135
 (Gullion, 2015, p. 3) 
136
 (Given, 2008a, p. 599) 
137
 The viewpoint of the independent creator 
138
 (Berg & Lune, 2012, p. 197) 
139
 (Long, 2010) 
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their livelihood.  The risk involved in entrusting others is high, and this makes them 
vulnerable.  From my own experience, past researchers had asked questions that presumed 
that their problems were simple, had taken up a lot of their time, and produced no 
transparent outcomes that addressed problems long term.  To gain an accurate account of 
their world, they needed to be able to trust that the researcher entering their sphere 
would not do anything to jeopardise their livelihood.  Without trust, they would not answer 
honestly to my questions. 
 
The trust built through my previous professional interaction with the independents as an 
artist, enabled me to gain proximate access to them; however, participant observation still 
had to be carried out carefully as my new role as researcher in their environment shifted 
my relationship with the participants.  It was sometimes necessary to identify when I was 
participating as an artist, and when as a researcher.  Sometimes I needed to clarify this 
position when engaging in one on one conversation with them.  So as to be open to all 
points of view as the researcher, I also needed to put aside all of my existing presumptions 
and assumptions about the independent dance sector.   
 
Successfully, my participant observation revealed a view that made visible the undertakings 
of the independent sector—a view usually imperceptible to the outside. It revealed much 
more than I previously knew as an artist about independent dance creators' interactions, 
reactions, beliefs, values, behaviours, and environmental pressures in relation to making 
new dance work.  With this broader view of the independent dance sector, I was able to 
pose more considered questions in a survey to independent dance creators, and to then 
place their responses into a better comprehended context.  Without engaging in 
participant observation, it would have been more difficult to interpret survey participants’ 
responses, and important data would have been more likely to have missed being 
captured. 
 
GROUNDED THEORY 
Another methodological approach I used drew processes from Grounded Theory. As 
claimed by Corbin and Strauss (2008) in Basics of Qualitative Research, Grounded Theory 
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was originally developed by Glaser and Strauss (in 1967) to build theory from data.140  Mills, 
Bonner and Francis (2006, p. 2) state that Grounded Theory can position the researcher as 
the "author of a reconstruction of experience and meaning".141   
 
Borrowing the processes of memo writing and coding from Grounded Theory to interrogate 
data, I was able to identify themes and categories from the data.   In this way, I was able to 
organise data that presented the participants’ perspective.  Armed with this organised 
data, I was able to use axial coding to group codes, and then selective coding to refine 
themes and categories from all the data.   
 
The Grounded Theory approach to analysis was a way to consider multiple perspectives:  
my own perspective, that of the independent creator, and those revealed in the literature. 
Using comparative analysis, I was then able to see if there were discrepancies, or 
alternatively, if the data supported these three perspectives.142  Situating the actions 
distinguished different levels of the problem to enable its consideration in more detail.   
 
In this way, Grounded Theory also provided the means for data reduction; it ordered and 
summarised data to make it easier to process.  Comparison highlighted commonalities and 
differences, and provided markers for the areas to explore.  This ordering and highlighting 
made it easier to navigate a complicated and interwoven problem in which one could have 
easily become lost.   
 
Data triangulation occurred through using these Grounded Theory processes.  This 
triangulation enabled data to be considered from, and in relation to each perspective 
obtained through my own experience, participant observation, a questionnaire, the 
literature, and thus validated the findings that resulted.143   
 
                                                          
140
 (Corbin & Strauss, 2008, p. 1) 
141
 (Mills et al., 2006, p. 2) 
142
 (Charmaz, 2014, p. 128) 
143
 "If findings from different methods (or participants) agree, it is assumed that the findings are 
more valid because triangulation aids in the elimination of bias in helping remove other plausible 
rival explanations." (Tetnowski & Damico, 2014, pp. 753, 754) 
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ROOT CAUSE ANALYSIS 
The last methodological approach used was Root Cause Analysis, a process for asking 
questions.  Root Cause Analysis is defined online as "a process or procedure that helps 
guide people to discover and understand the initiating causes of a problem, with the goal 
of determining missing or inadequately applied controls that will prevent recurrence".144  
According to Rooney and Vanden Heuvel (2004, p. 45), determining why an event occurred 
is key to devising workable corrective measures that can prevent its recurrence.145   
 
As an independent dance creator, I knew that conventional approaches to solving barriers 
for the independent dance sector had tended to address the most visible causes, and 
sought solutions in simplistic terms.  Resources, infrastructure, and support that had been 
available in the past had not enabled barriers to be rectified long term.  The obvious 
answer to the problem was that resources, infrastructure, and support needed to be 
improved; however, the questions remained of how? And why?  Were resources, 
infrastructure, and support available, suitable, and accessible?  What were they needed 
for?  It was not until later, when I went through the process of asking why those barriers 
existed and why they remained, that I realised that there were more elements to the 
problem.   
 
As research progressed, it was clear that there was no single cause of the problem.  Root 
Cause Analysis techniques helped me to question the causes of the barriers from different 
angles: to unpack existing reasons, to discover new ones, and to delve beneath the obvious 
to discover other possible underlying causes.  The process conjured the larger picture, 
identifying elements of the problem so that it could be considered with the ecological lens.  
 
In this way, the process of Root Cause Analysis revealed that the ecological lens could 
provide the framework within which to consider different elements of the problem and 
their interactive impacts.  All factors in the problem—the Brisbane independent 
contemporary dance creators; the barriers; the resources, infrastructure and support 
mechanisms; the environment in which the barriers occurred; and the interactions that 
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independent dance creators engaged in when making their work—needed to be 
considered.   
 
Participant observation and Grounded Theory Analysis enabled me to identify the 
interactions involved in making dance works, the characteristics of the people involved, 
and the environment in which the act of making dance work occurred.  The information 
gained through participant observation and Grounded Theory Analysis helped me to 
consider the problem in a larger context so that I could apply the questioning process of 
Root Cause Analysis.  This process allowed me to delve deeper to find out why barriers had 
occurred, and why they had not changed.  Returning to Grounded Theory Analysis, I was 
then able to construct theories from the possible reasons that were identified, and search 
for comprehensive corrective measures, to avoid the barriers recurring. 
 
The use of these various methodological approaches allowed me to immerse myself in the 
data and the setting to try to understand what the independent creators deemed 
significant in relation to the barriers they experienced, and how they assigned worth to 
their independence.   
 
METHODS OF DATA COLLECTION AND ANALYSIS 
Data collection processes for this research involved engaging in participant observation, 
conducting a questionnaire, and analysing documents.  Data analysis drew on processes 
from Grounded Theory, Root Cause Analysis, and document analysis, which was both a 
data collection tool and an analytical process in itself.   
 
Use of participant observation 
For this research, participant observation predominantly involved studying independent 
dance artists (including independent dance creators) during their interactions at a number 
of meetings with funding bodies, arts company representatives, and dance service 
organisations.  Participant observation was first used in the 1920s by Malinowski.  I 
recorded the events of the interactions that I had attended in writing, recollecting all that I 
could, and referring to earlier notes that I had taken.  The details documented who had 
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been present, what had been said, how things had been said, and who had spoken.  
Documentation also captured the environment that the meeting had occurred in, how it 
had occurred, the emotions I had felt during it, the interactions and reactions that 
occurred, and individuals’ demeanours, both when they first arrived and when they left.   
 
The ethnographic process of participant observation granted me access to the natural 
settings of the independent creators, to be able to observe them going about their daily 
activities.  The benefit of being an observer-as-participant (mostly a participant) in this 
study was that it provided direct access to the creators and, therefore, offered a process 
for studying a relatively small group of artists.  Equipped with knowledge that I had gained 
by being immersed in the Australian professional contemporary dance industry for over 
sixteen years, my position as researcher was quite unique.  The fact that I already had a 
relationship with, and was well habituated within the setting (through my work in the 
dance industry) removed the challenge of gaining access that was commonly encountered 
in conducting participant observation.   Likewise, because I had a pre-existing presence in 
the setting, I was able to assimilate into the setting with ease; where others might have 
been an intrusion, I was able to unobtrusively acquire information.   
 
Participant observation confirmed that the independent contemporary dance sector was 
more elaborate than it appeared on the surface, and that the barriers that independent 
creators faced were complex.  The process also helped me to identify a specific research 
problem as the focus of this study.  The process of observing participants at the meeting, 
and writing up those observations, illuminated a number of points to further explore.  
Exploration of some of those observations raised questions, and gave rise to a number of 
suppositions that then focussed the study. In this way, the field notes recorded 
observations that were later analysed.  The emergent perspective gained through 
Grounded Theory Analysis (described in the next section on data analysis) then helped to 
identify connections between the literature, the documents, the questionnaire, and my 
own experience.  
  
Use of a survey 
To allow for triangulating data, I conducted a survey in the form of a questionnaire.  A 
questionnaire presented the means to collect specific data from independent 
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contemporary dance artists for analysis.  In Surveys In Social Research, De Vaus (2014, p. 3) 
notes that "surveys are characterised by a structured systematic set of data".146  The 
questionnaire provided a series of data cases that were then directly comparable.  It 
collected both structured data (quantitative, rigid responses), semi-structured data (pre-
categorised options allowing individual detail, both quantitative and qualitative), and 
unstructured data (qualitative open-ended responses).   
 
As there was no published information on the number of independent dance artists based 
in Brisbane, an estimate of the number was used.147  Given that the estimated number of 
active independent dance artists in Brisbane was thirty-five, the seventeen Brisbane-based 
independent contemporary dance artists that completed the questionnaire provided a 
robust sample and response rate.   Guidelines for questionnaires conducted online and 
distributed via email, Arts Queensland's fact sheet "Developing and implementing 
surveys,"148 deems that a 49% response rate provides reliable and useful results. 
 
From experience in the field, I knew that Brisbane independent dance artists were 
contemporary dance artists rather than artists of any other genre; therefore, the 
questionnaire was distributed through channels that they were known to most frequently 
utilise.  These channels included postings on the Brisbane Dance Artists Hub Facebook 
page, and an email to the group's members.  The survey link was then shared through 
interconnecting networks by those who knew of others that might fit the criteria.   
 
Both independent dance artists and independent creators (those who create their own 
dance works) in Brisbane were approached to take part in the questionnaire.  While I 
wanted to obtain the opinions of the independent creators, I thought that gaining 
information about Brisbane independent dance artists generally would provide some 
context in which to place them.  It was also useful to discover what had influenced 
independent dance artists to become independent.  As the literature had mentioned that 
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 (De Vaus, 2014, p. 3) 
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 The number of Queensland independent dance artists was provided with permission from the 
Executive Director of Ausdance Queensland (the state's peak body for dance) through a search of 
their database.  Unfortunately, results specific to Brisbane could not be obtained.  The results show 
that there were seventy independent dance artists in Queensland.  However, as the founder of 
Brisbane Dance Artists Hub and a well-connected independent dance artist in Brisbane, my estimate 
is that there are roughly thirty-five.   
148
 (Arts Queensland, 2016, p. 7) 
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there was a rise in numbers of independent dance artists who were graduates, I wanted to 
see if this was the case in Brisbane.  In the end, initial questions were asked of Brisbane 
independent dance artists. Later, a screening question allowed only those artists who 
created their own dance works to respond to further questions.  A copy of the 
questionnaire is included as Appendix F. 
 
A total of eighteen respondents completed the online questionnaire.  Seventeen indicated 
that they were Brisbane independent contemporary dance artists, and fifteen of these also 
identified as artists who create their own dance work.  In the data presentation, the 
seventeen Brisbane independent contemporary dance artists are referred to as 
'independent artists', and the fifteen artists who create their own dance works are referred 
to as 'independent creators'. 
 
Table 3 shows the number of participants that completed the survey in relation to the 
number of independent contemporary dance artists estimated to be working in Brisbane.  
The table also shows the proportion of survey participants that identified as Brisbane 
independent contemporary dance artists and completed the first section of the survey, and 
the proportion that further identified as Brisbane independent dance creators who also 
completed the second section of the survey. 
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Table 3 
Questionnaire population 
 
 
Participants were asked to provide a ‘yes’ or ‘no’ answer to a screening question, to 
ascertain whether they identified as Brisbane independent contemporary dance artists.  
Those participants that did not identify as such exited the questionnaire.  Structured 
questions then asked the remaining participants to provide responses that specified: 
 The amount of professional dance experience they had, both in terms of 
independent experience and broader dance experience. 
 Whether their first professional dance occupation was as an independent or not 
 What their main focus was (chosen from a list of given activities: choreographing, 
dancing, teaching, or ‘other’). 
 How often they undertook a number of given activities, including dancing in other 
people's projects; choreographing for commissions; dancing for project companies 
(employed on short term contract); teaching their own workshops (related to 
dance practice); teaching regular dance technique classes; working in an 
occupation outside of the dance industry; and working in another occupation 
within the dance industry. 
Create their own 
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A semi-structured question then asked those same participants to outline what factors 
influenced their decision to become an independent contemporary dance artist. 
 
A second screening question was then asked to identify participants that created their own 
dance works as independent contemporary dance artists.  Those who did create their own 
dance works continued the questionnaire, while those that did not, finished the 
questionnaire at that point.  Those that continued from this point were then asked another 
structured question that specified the roles that they were required to undertake from a 
provided list.  The list included: performing; directing; administration; marketing; tour 
management; dramaturgy; video editing; set design; business management; 
choreographing; producing; grant writing; project management; lighting design; financial 
management; sound composition or sound design; costume design; and ‘other’. 
 
They were then asked semi-structured questions to provide detail pertaining to: 
 Any training that they had done to carry out the roles that they had specified in the 
previous question. 
 Any barriers that they found to making dance work. 
 What support they thought would address these barriers. 
 
Finally, participants were given the option to outline any other information that they felt 
was relevant. 
 
Structured questions required factual evidential responses that provided clear facts, while 
the semi-structured questions probed for more detail regarding specific topics.  The 
unstructured questions gave respondents the option to provide information that they felt 
was significant to the research but had not been sought, or did not fit, elsewhere in the 
questionnaire.  The unstructured and semi-structured responses provided qualitative data 
that was useful for understanding the people, situations, and behaviours related to the 
problem at hand.   
 
Asking one set of questions to participants who identified as independent dance artists and 
then restricting the second set of questions only to those who identified as independent 
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dance creators, allowed information to be collected for comparison to highlight the 
'creator'.  It also enabled a set of clear responses to be collected that pertained only to 
independent dance creators.  Data from the questionnaire, therefore, only refers to data 
about the independent dance artist; this provides the context relevant to understanding 
the barriers that they experience. 
 
The choice to use an anonymous questionnaire as a data collection method was informed 
by many previous experiences with attempting to gain information from Brisbane 
independent contemporary dance artists.  Anonymity was an important consideration, 
particularly because I was very familiar with many members of the Brisbane contemporary 
dance community.  It reduced the likelihood of participants gearing their responses to their 
perceptions of our relationship within the context of the professional dance industry. 
 
A questionnaire also presented a way to remove much of the pressure affixed to the face-
to-face environment of interviews or focus groups, such as time constraints and power 
inequities, and to make the respondents feel more comfortable.  It empowered them to 
have their perspectives heard without feeling rushed or judged, and without being 
interrupted by others.  Prior experience had shown that face-to-face interaction had often 
caused independent artists to become frustrated, and this kept them from providing 
insightful answers.  Participant observation had provided the understanding that the 
problem at hand was difficult to analyse and, therefore, often challenging to articulate.  
Thus, it was important to give participants the space they required to provide their 
responses to the questions. 
 
Use of document analysis 
Document analysis was both a tool for collecting data, and a process of analysis in itself.  It 
involved examining existing documents that had relevance to this research study.  
Describing the analysis of documents, Given (2008a, p. 231) says that they "are viewed as 
conduits of communication between, say, a writer and a reader - conduits that contain 
meaningful messages",149  In this research, the documents studied included funding 
application guidelines, industry reports, artists’ blogs, and media articles and strategic plans 
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pertaining to the industry.  As there were few documents available, much of their data 
presented limited views, was not always up to date, and was often not specifically 
representative of the independent dance sector.  
 
With respect to existing industry reports that have formed the basis of information upon 
which many of the policies for dance have been made, I analysed the information 
presented, who had written it, how data had been collected, and from whom/where it had 
been collected.  Document analysis processes provided a particularly useful tool to 
understand the meanings of industry 'buzz' words—terms that were used many times by 
the industry, and appeared to have industry-specific meanings.  The process involved first 
reading documents to gain an overview of their content; then re-reading them, paying 
specific focus to what had been said and how it had been said;  and also determining what 
had not been said.  This process enabled me to find gaps in the knowledge, and to decipher 
indistinct terminology.  In addition, document analysis was able to reveal some of what was 
recognised about the independent sector, and indicated what some of the commonly 
regarded dance industry values were. 
 
Use of Grounded Theory Analysis 
Grounded Theory Analysis involves a process of coding which, as Charmaz (2011, p. 165) 
explains, "means applying a shorthand label to a piece of data that takes this datum apart 
and defines what it means".150  Using Grounded Theory Analysis meant that data collection 
and analysis could occur in tandem; information gained through either would lead to more 
data collection or further analysis, thus gradually accruing more specific detail about the 
problem.  Data collected through participant observation, the questionnaire, and 
document analysis, was then labelled; this became a way to reduce, order, and group data, 
and then compare it.  This coded data was then sorted again through further comparison, 
and was searched for common themes that connected sections of data.  These common 
themes then became categories, and the data was ordered into these categories 
accordingly.  More detail was added to these categories during the research process as I 
learned more about the setting, people, behaviours, interactions, and pressures that were 
relevant to the research problem.  Through this process of revisiting and interrogating the 
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categories (asking questions such as: What? Who? When? How much? Why?), they were 
refined, and this aided further data collection.   
 
This was a process of constant comparative analysis that interpreted data at the same time 
as it guided its collection.  In this sense, the process saw concepts emerge from the data.  
Those concepts were then compared with other data and checked for relevance.  A great 
benefit of this process was that my initial presumptions upon entering into the research 
could also be considered, compared, and checked.  Using Grounded Theory Analysis, data 
collection could be navigated, and a number of specific categories with identified 
properties were created.  From that point, the relationships between those key categories 
or concepts were able to be identified.  Those relationships between the data, provided 
explanations for the barriers that existed for independent creators, and why they 
remained.  Relationships also provided predictions of what might occur in the future and, 
therefore, helped to guide the formation of recommendations for improving future 
resources, infrastructure, and support. 
 
Use of Root Cause Analysis 
As the research progressed, it became clear that some barriers were related to other 
barriers. I was concerned that obvious causes of the barriers might camouflage deeper, 
more seeded ones.  To address this concern, I implemented questions that are normally 
asked in Root Cause Analysis, within the process of Grounded Theory and document 
analysis.  Asking questions from many different angles, helped to identify the origins of the 
barriers.  In Root Cause Analysis, it is assumed that an action in one area triggers an action 
in another, and so on.151  
 
In keeping with the type of questions outlined online by Mind Tools152 as being useful, the 
questions that I asked included: What seemed to be happening?  What symptoms were 
there?  How long had the barriers been there?  What impact did they have?  What events 
led to the barriers?   What conditions surrounded the barriers?  What smaller barriers had 
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affected larger ones?  And Why?  The process of asking these questions helped to classify 
barriers as causal, problematic, or symptomatic.   
This process of questioning to delve deeper into the causes of the barriers, helped to 
develop the framework for addressing them.  Through Root Cause Analysis, barriers that 
were the result of other underlying barriers were identified.  These top-level barriers were 
labelled ‘symptomatic’, and the problems that caused them were labelled ‘problematic’ 
barriers.  The problematic barriers were then further analysed, and reasons that might 
have caused them were identified.  One main cause was determined, and labelled the 
‘causal barrier’.   
 
The process of Root Cause Analysis generated a framework that revealed the different 
levels of barriers to making dance work for Brisbane independent dance creators.  This 
framework facilitated a deeper understanding of the causes of the barriers.  This 
framework will also facilitate more effective future solutions to barriers, as the cause of the 
barriers can be addressed, and problematic and in turn symptomatic barriers can be 
addressed.  Hopefully, it will help in removing the barriers to making dance work for 
Brisbane independent dance creators for the long, rather than the short term. 
 
The framework of the different levels is demonstrated in Table 11.  
 
ETHICS 
This research project was endorsed by QUT’s code of ethics, and its low risk survey was 
approved by the Office of Research Ethics and Integrity (QUT Ethics Approval Number: 
1600000434).  More than twenty Brisbane independent contemporary dance artists were 
invited to participate in the online survey.  As I knew some of the participants who were 
likely to take part in the survey, it was anonymously completed so that they would not feel 
obliged to participate, or their responses compromised in any way.  
 
It is anticipated that a copy of this documented research will be made available to the 
public through QUT ePrints upon successful approval.  Participants who submitted the 
survey extended their consent for the data to be included in future research projects that 
extend, or closely relate to this study.  Participants from this study remain anonymous, and 
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access to the online data is password-protected.  Collected data is stored on a secure site 
on H Drive during the project, and following this research it will be transferred to a data 
repository for future use. 
 
A revision of ethics clearance was gained to enable a request to Ausdance Queensland to 
disclose the number of its members who were independent dance artists.  The data 
returned stated that there were seventy in Queensland; however, the number in Brisbane 
was unknown.  The estimate that there were not more than thirty-five in Brisbane was, 
therefore, based on my experience as an active independent dance artist and director of 
Brisbane Dance Artists Hub.  Please see Appendix F: The Questionnaire which includes the 
participant information form for survey participants, for an example of ethics adherence. 
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Chapter 7: UNVEILING THE BRISBANE 
INDEPENDENT DANCE CREATOR 
This research project has revealed the Brisbane independent dance sector to be an 
intricate assembly of related but different parts.  A compound yet diverse sector, it is 
comprised of many different types of artists who have different professional experience, 
are at different stages of their careers, have different foci, and are motivated to be 
independent dance artists for different reasons.  This research also suggests that 
independent dance creators, which are a particular type of artist within the independent 
dance sector, are more complex than they appear, and the barriers they face are both 
specific and multifaceted.  In this chapter, the Brisbane independent dance creator is 
unveiled, providing context for the barriers to making their own dance works.   
 
The degree of professional dance experience of Brisbane independent dance creators in 
relation to the experience of Brisbane independent dance artists who do not create their 
own dance work is given perspective.  Insight is also provided regarding the differing stage 
of career that dance creators become independent, highlighting that Brisbane independent 
dance creators have different career trajectories. 
 
The amount of different activities that these creators undertake aside from creating their 
own dance works, and the frequency that they engage in other activities are revealed.   
Why they engage in more activities than just creating their own dance works is discussed. 
Some of the interaction that Brisbane independent dance creators have with other sectors 
of the dance ecology is noted. 
 
The differing artistic foci of Brisbane independent dance creators are then uncovered, 
revealing that creating works is not always their main focus.  Rationale is then given to 
explain this discovery. 
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The five motivations gained from the data that have influenced Brisbane independent 
dance creators decisions to become independent are also revealed: creative freedom; 
innovation; autonomy; suitability for circumstances; and that opportunities were not 
available elsewhere. The related ambitions of Brisbane independent dance creators 
exposed by these motivations are then considered, highlighting some of the differences 
between the dance sectors, and also uncovering the  interconnected nature of the sectors.  
Their ambitions are also discussed in relation to their different career stages as indicated by 
the data.  This provides insight into what drives Brisbane independent dance creators to 
make their own dance works.     
 
The extent of different roles that Brisbane independent dance creators undertake to create 
their own dance works is then highlighted and the training that they have undertaken to 
learn how to do those roles is discussed.   
 
Barriers that relate to perceptions of experience, income, focus, different motivations, 
multi-tasking, and training are discussed further in chapter 8, and numerous barrier 
intersections are then exposed. 
 
PROFESSIONAL DANCE EXPERIENCE  
The group of artists surveyed had extensive professional dance experience in the industry, 
both as independents and in other dance sectors.  They also had an awareness of their 
positioning within the larger dance ecology.  As the research aimed to identify longstanding 
barriers to making dance works, this experience and awareness gave great weight to the 
data collected.  What should be noted here is that emerging independent dance artists are 
not represented in this research as no recent graduates completed the survey.  It is unclear 
why this is the case.   
 
The average time that 'independent creators' had spent in the professional dance industry 
was seventeen years, while the median was eleven years.  Almost half (47%) had a 
minimum of fifteen years’ experience, and 60% had at least ten years professional dance 
experience in the industry.  Thirteen percent had ten-to-fourteen years’ experience, and 
27% had five-to-nine years’ experience.  Only 13% had just two years’ experience.  In 
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contrast, independent dance artists who were not creators had spent an average of six and 
a half years, and a median of the same, in the professional dance industry.  This suggests 
that independent dance creators have spent more time in the professional dance industry 
than independent dance artists who do not create their own dance works.  Table 4 shows 
the time (in years) that independent creators had spent in the professional dance industry.  
 
Table 4 
Time spent (in years) by independent creators in the professional dance industry 
 
 
While on average independent dance creators have been in the industry for seventeen 
years,  their experience working in the independent sector of the industry was only nine 
years, and the median was seven.  The study indicated that 73% had been in the 
independent dance sector for at least six years, and all independent dance creators had 
more than two years’ experience in the independent dance sector.  A further 27% had been 
independent for two-to-five years, 53% had been independent for six-to-ten years, and 
20% had been independent for over fifteen years.  In comparison, independent dance 
artists who were not creators had been independent for both an average and median time 
of six and a half years.  This indicates that independent creators have more experience in 
the independent dance sector that those artists who do not create their own dance works.  
Table 5, on the following page, illustrates the time in years that independent creators had 
spent in the independent dance sector.
10 years or more 
77% 
Minimum 10 years  
48% 
Minimum  
5 years 
15% 
Minimum  
2 years 
11% 
Professional dance experience  
of independent creators  
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Table 5 
 Time spent (in years) by independent creators in the independent dance sector 
 
 
The fact that no recent graduates (0-2 years experience) completed the survey is 
inconsistent with Card's (2006, pp. 22-24) claim that there is a rising number of graduate 
independent dance artists.153  While there are at least ten dance graduates from QUT each 
year, they are not dancing with the main dance companies in Brisbane, may be 
predominantly searching for work in companies and, may not identify as  an ‘independent 
dance artist’.  Alternatively, graduate independent dance artists might not be well 
connected to the rest of the independent sector, and might not have known about the 
questionnaire for this research.  Or graduates may have travelled to other cities with better 
support for independents or employment opportunities.  Both inadequate connections 
between tertiary training institutions and the independent sector and losing independent 
dance artists to other cities because of a lack of dance were listed as barriers and may shed 
some light as to why recent graduates did not respond to the survey.  For whatever reason, 
however, this demographic were not represented within this study.   
 
This study suggests that almost as many independent dance artists become independent 
following initial training, as those that become independent after working in other parts of 
                                                          
153
 (Card, 2006, pp. 22-24) 
More than 10 years 
experience 
29% 
5-9 years 
experience 
42% 
2-4 years 
experience 
29% 
Independent creators' experience in the  
independent dance sector 
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the dance industry.  The fact that many independent dance creators had been independent 
for a considerable number of years, suggests that being independent might be a 
destination in, and of itself.  These three scenarios of moving on from being independent, 
moving to being independent, or choosing to remain independent, are consistent with the 
motivations for independence that were expressed in responses to the questionnaire.   
 
OTHER ACTIVITIES UNDERTAKEN 
The most recent economic study of professional artists in Australia, by Throsby and Zednik 
(2010), found that "only about one-fifth of all artists are likely to be able to meet their 
minimum income needs from their creative work alone".154  Results from this research 
support these findings with creators saying that they lacked income from making their own 
dance works and undertake a range of other activities. While this is a struggle for many, 
some artists enjoyed the variety of work, and felt that being independent meant that they 
could be "more than just a dancer". 
 
Creating their own dance work was not the only activity that independent creators engaged 
in.  All independent creators surveyed (100%) also engaged in teaching their own 
workshops (related to their own dance practice), 93% engaged in teaching regular dance 
technique classes, 87% worked in another occupation within the dance industry, and 87% 
danced in other people's projects.  Significantly, the majority (80%), also worked in an 
occupation outside of dance.  There were less (67%) who choreographed for commissions, 
and who danced for project companies (53%).  Participants could select, and add as many 
activities as relevant and roughly half (53%) of all independent creators surveyed engaged 
in the seven activities listed, in addition to creating their own dance works or projects.  The 
majority (80%) engaged in at least five of the activities. 
 
The activity 'most often' engaged in was teaching regular dance technique classes (60%),   
followed by teaching their own dance workshops (47%), and working in an occupation 
outside of the dance industry (47%).  This indicates that independent dance creators do not 
earn an income solely from making dance work, nor are they solely focused on creating 
                                                          
154
 (Throsby & Zednik, 2010, p. 9) 
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new dance work.  No independent creators 'often' engaged in dancing for project 
companies, which suggests that dancing for project  companies is either not a priority 
interest, or that there are few dancing opportunities to dance with project companies.  It 
also supports claims that the dance companies can no longer employ as many dancers and 
that the independent dance sector provides an important option for those who may 
normally have been employed by companies.  Furthermore, only 7% 'often' choreographed 
for commissions, indicating that Brisbane independent creators are rarely employed by 
dance companies.  This supports Card's (2006, p. 22) claim that choreographic 
development is occurring outside of dance companies.155 
 
Table 6, on the following page, indicates the types and frequency of other activities that 
independent creators engage in aside from making their own dance works or projects. 
 
 
 
 
 
 
 
 
 
 
  
                                                          
155
 (Card, 2006, p. 22) 
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Table 6 
Other activities of independent creators 
 
 
MAIN FOCUS 
Survey results of Brisbane independent dance creators demonstrate that they do not all 
have the same artistic focus.  A third (33%) of independent creators surveyed said that their 
main focus was choreographing.  Another 13% said it was a  combination of 
choreographing, dancing, and teaching.  Almost another third (27%) said their focus was 
dancing, 13% said it was teaching, 7% said it was community engagement, and another 7% 
said it was performance outcomes.  This suggests that independent dance works might not 
only be created for traditional performance outcomes, but also for community or teaching 
benefit.  Creative processes can involve different types of artists, ranging from professional 
artists, to community groups, to students. 
 
0 1 2 3 4 5 6 7 8 9 10 11 12 13 14 15 
Work in another occupation within dance industry 
Work in occupation outside of dance 
Teach technique class 
Teach own workshops 
Dance for project companies 
Choreograph for commissions 
Dance in other peoples projects 
Number of creators who  
undertake other roles besides creation 
Ty
p
e
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f 
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Other activities undertaken by independent creators 
Often undertake Sometimes undertake Rarely undertake 
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Given that there was a large proportion of independent creators that said that their main 
focus was not choreographing, yet still identified as creators, indicates that independent 
dance creators are not simply choreographers.  These results are consistent with earlier 
discussion of the other activities that independent creators undertake; creators may be 
focused on other activities in order to earn a living, or they may enjoy the variety of 
engaging in a range of different activities. These results also support my earlier claim that 
independent dance creators can do more than a single artistic job and often perform 
composite creative tasks, that in other sectors, are carried out by separate individuals.  For 
example, for the independent creator, the role of  choreographer, dancer, and teacher may 
merge if they are creating a new dance work with young dancers that need coaching and 
they are also performing in the work that they are creating.  Also, an interest in 
choreography may not be the primary reason that all independent dance creators make 
new dance works.  Creators may make dance works as a means to keep dancing, or 
because they wish to create performance opportunities for the community or students that 
they work with.  Table 7 demonstrates the various primary creative foci of independent 
creators.  
  
Table 7 
 The main foci of independent creators 
 
 
Choreographing 
33% 
Choreographing, 
dancing, and 
teaching 
13% 
Teaching 
13% 
Dancing 
27% 
Community 
engagement 
7% 
Performance 
outcomes 
7% 
Main foci of  
independent  
creators 
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MOTIVATIONS 
Different motivations for artists to become independent were presented in this research.  
Some participants explained that they became independent because they felt most capable 
of being independent, or that being independent was the 'right time' or the 'right fit'; or 
that it was most suitable given their geographic location, age, or physical ability.  For other 
independent creators, motivation came less from the fact that they specifically wanted to 
be independent, but from the fact that they could not find work or the opportunity to do 
what they wanted to do in other sectors of the dance industry.  The reasons that they could 
not find work were varied, and ranged from there being a lack of available jobs, to their not 
fitting the 'mainstream type', to being too old, or not having the required skills.  Table 8 
outlines the key motivations for independent creators becoming independent.  The 
properties of each of these categories can be found in Appendix A. 
 
Table 8 
Independent creators' motivations for becoming independent   
Independent creators' 
MOTIVATIONS for 
becoming independent 
 
 Creative freedom 
 Innovation 
 Autonomy 
 Suitability for circumstances 
 Opportunities were not available 
elsewhere in the dance industry 
 
Independent creators said that being independent presented the potential freedom to be 
creative without boundaries and restrictions.  Some felt that creative freedom, the 
opportunity to be innovative, and the ability to be autonomous, were limited in other 
sectors of the dance industry.  They also noted that the independent dance sector offered 
and accepted a great diversity of dance practice, dance styles, ethnicity, age, physical 
ability, body types, and aesthetics.  Thus, being independent presented the opportunity to 
seek new challenges, to be immersed in a new environment, to engage and exchange 
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dance with new people, to build new vocabulary, to experiment, and to discover new 
practice and skills.   
 
Furthermore, 'independence' provided the chance to take charge of what they were doing, 
how they did it, when they did it, why they did it, where they did it, and whom they did it 
for and with.  It presented the occasion to build their own unique identity, to work flexible 
hours, to move away from being a company dancer but to keep dancing, to pursue a career 
as a choreographer, to work part-time as a dancer, or to have time to determine what 
dance career they wanted.  Furthermore, being independent was an opportunity to be 
'more than just a dancer'.   
 
Many independent dance creators spoke of creative freedom, finding the new, and 
autonomy.  This suggests that these factors are connected, and supports the claim that 
innovation is a characteristic of the independent sector.  Throsby (2004) made this claim in 
his study, Dance in Australia: A profile, in stating that companies and independent creators 
were "dedicated to experimentation, research and development."156  It can be assumed 
that these independent creators contribute to innovation, diversity and the development 
of contemporary dance.  However, innovating and autonomy do not appear to be the only 
motivations for independent dance creators.  
 
Data revealed that independent dance creators also become independent because there is 
no alternative.  Many references were made to a lack of employment opportunity in other 
parts of the dance industry, especially in companies, and a number of artists mentioned 
that they were just not the 'right fit' for the mainstream.  Responses such as "did not fit the 
mainstream", or "couldn't get a job in the mainstream", suggest that there is a particular 
mainstream 'type'.   This 'type' was not identified in the responses; however, given that 
creativity, innovation, autonomy, and diversity were mentioned as motivations for 
becoming independent, it is a reasonable assumption that these traits are less commonly 
found, or accessible, within the mainstream.   
 
The fact that not everyone 'fits' the mainstream, and that many who do not, work in the 
independent dance sector, also provides argument that the independent dance sector 
                                                          
156
 (Throsby, 2004, p. 4) 
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provides diversity.  Survey responses also support Pledger's assertion that the independent 
arts sector counterpoints the conventions of the major dance companies.157 
 
Responses that mentioned career transition as a motivation suggest that independent 
dance artists generally engage in more than one part of the dance industry during their 
careers; however, the particular stage of their careers at which they made a change was 
not the same for all.  Some creators mentioned becoming independent as a transition at 
the start of their careers; others saw it as a way to work after being a company dancer, or 
to continue working as they got older.   
 
Responses where age or 'the right time' was a motivation, suggest that there are certain 
age limitations and a prime time for dancing in companies.  Schwaiger (2005) speaks about 
the ageism of Western cultures in Sustainability in dance practice - the case of the 'mature 
artist', referencing the ballet genre that attaches beauty to youth because, when you are 
older, "you can't jump as high any more, turn as many times, get your leg up as high as you 
used to".158  Her writing points out the heavily weighted value assigned to physical ability in 
the dance world, and a lack of value assigned to the artistry of dance.  This stance suggests 
that anything contrary to exceptional physical ability is less 'beautiful'.  Schwaiger's 
observations support Long's findings; that dominant mainstream aesthetics influence 
accepted 'norms'.  What is considered to be 'right' may be a perception influenced by the 
established standards of the more prominent dance companies. This indicates that the 
independent dance creator, who offers the 'alternative' to the mainstream, is a 
marginalised artist who is not part of 'accepted' conventions. 
 
The finding that independent dance creators have become independent for different 
reasons, also suggests that independent creators have different ambitions.  Data indicates 
that some independent creators are driven to push the boundaries of contemporary dance, 
others strive to find work in the dance companies, while some create opportunities for 
public and artists that are not offered in other sectors of the dance ecology.  
 
                                                          
157
 (Pledger, 2014, para. 15) 
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 (Schwaiger, 2005, p. 2) 
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ROLES REQUIRED TO CREATE NEW DANCE WORK 
Data revealed that making a new dance work as an independent dance creator involves 
undertaking many roles and that are not all of those roles are in a creative capacity.   This 
differs from the dance company environment where a team of people with specific 
expertise are employed to carry out particular roles to support the choreographer, who is 
often the artistic director, to make new work. 
 
Table 9, on the following page, shows a range of different roles that independent dance 
creators are required to undertake, and the proportion of creators that undertake them in 
the process of making their own dance works. 
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Table 9 
Roles that independent creators undertake in making dance works 
 
 
Survey results show that over half of the independent creators engage in at least fourteen 
different roles to create their own dance works.  More than three quarters of the creators 
undertake choreographing (93%), directing (87%), producing (87%), administration (87%), 
grant writing (87%), marketing (93%), project management (80%), financial management 
(87%) and video editing (80%) roles in the creation of their dance works.  More than half of 
all independent creators also undertook the roles of performing (67%), dramaturgy (60%), 
sound composition/sound design (60%), costume design (73%), and business management 
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(67%).  Some also carried out other roles, including set design (47%), tour management 
(40%), and lighting design (33%). Twenty percent of independent creators mentioned other 
roles that they undertook, however, these are not provided, as the information could 
identify the respondents concerned. 
 
The extensive number of roles that independent creators  undertake to make their own 
dance works shows that they are very busy, and quite resourceful.  Performing roles other 
than creating dance work takes time, energy, and focus away from the creative process.  
The diversity of the roles was raised by independent creators as a barrier, because they 
found it difficult to change between creative and business oriented tasks.  It was not 
surprising, given the expansiveness of the roles and the number that most creators 
undertake, that they also mentioned that finding time, or having enough time to be able to 
do all of the roles that they had to do was a barrier to making dance works.  
 
TRAINING 
In relation to the roles mentioned previously, most skills that 'independent creators' 
needed to create their own dance work were self-taught, with the exception of both 
performing and choreographing, for which they mostly undertook formal training.  A few 
creators mentioned that they simply 'had to wing it', not knowing how to perform certain 
roles, but learning through trial and error as they went.  Administration, choreographing, 
performing, and grant writing skills were also learned on the job.  Mentorships and 
residencies were sometimes used to learn set design, costume design, choreography, and 
video editing. Many independent creators mentioned later in the survey that not having 
sufficient training in many of the roles that they are required to undertake was a barrier to 
making dance work.  Many creators' also attributed insufficient training to having to carry 
out roles that would be normally be allocated to other people but that funds did not permit 
doing so.  Creators' mentioned too, that the extent and diversity of the roles that they 
undertake are not sufficiently recognised so there is often no training to do those roles or 
the training provided is inadequate. 
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Chapter 8: THE BARRIERS: DIFFERENT LEVELS 
OF CAUSE AND EFFECT 
This research project has focused on identifying the barriers to making new contemporary 
dance work facing Brisbane independent dance creators; these are now referred to simply 
as barriers.  Myriad barriers were revealed that were multi-level and interrelated and, as 
such, very complex.  To compound this complexity, independent dance creators work in a 
diverse sector, and undertake multiple roles and processes in order to create their own 
dance works.   
 
The barriers presented as many different symptoms which, until deeper analysis, masked 
connected problems and their causes.  These symptoms were usually not isolated, but 
tended to result from four underlying problems, each of which could be related back to one 
main cause.  Consistent with the complexity of an ecology,159 the causal barrier, 
problematic barriers, and symptomatic barriers interconnect.  What differentiates each 
level of barrier is the effect that it has on triggering other barriers.  At the root or centre, 
the causal barrier, has the most widespread impact, triggering a number of problematic 
barriers that then trigger a multitude of symptomatic barriers.  This relationship is shown in 
Table 10 on the following page. 
 
Following the table, the causal barrier is identified, then the problematic barriers that stem 
from it are outlined, highlighting the cause and effect relationship between the causal and 
problematic barriers.    Not all of the symptomatic barriers are detailed here in the 
discussion about the problematic barriers as there are far too many to mention; however, 
they are summarized for reference in Appendix B. 
                                                          
159
 A complex ecology is a network of many elements that are connected to other elements that are 
reactive to each other and to the environments they exist in.  Any change to an element that is part 
of the network, or to the environment that the element exists in, will affect the whole network 
because of its interdependent nature.  Continued unrest due to much interactivity and changing 
conditions, renders the network complicated to navigate and understand.  Also see Phillips' (2005, 
para. 6-7) explanation of ecology in Diversified moves of a specialised ecology: can this art form be 
sustainable. 
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Table 10 
The barrier relationship 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
THE CAUSAL BARRIER: A lack of visibility of Brisbane 
independent dance creators 
At the base of the problematic and symptomatic barriers facing Brisbane independent 
dance creators is the causal barrier: a general lack of visibility of independent dance 
creators.  ‘Visibility’, in this instance, refers to being able to see, identify, differentiate, and 
understand Brisbane independent dance creators.   A lack of visibility has caused a number 
of significant problematic barriers including: a lack of clarity around the term 'independent 
dance creator'; not 'fitting' the traditional model of a singular, straightforward artistic role; 
difficulties with resources and infrastructure; and the hierarchical organisation of the 
funding system. These problematic barriers are discussed below. 
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PROBLEMATIC BARRIER #1: A lack of clarity around the 
term 'independent dance creator' 
A lack of visibility of Brisbane independent dance creators has consequently meant that 
they have gone unnoticed and have not been differentiated from other types of 
independent dance artists.  It has enabled general attribution of the title 'independent 
dance artist' to be given to all dance artists operating without ongoing infrastructure.  This 
has made it difficult to identify, and to address the barriers that are specific to independent 
creators that hinder their creation of new dance work.  The general title of 'independent 
dance artist' that they are commonly attributed, fails to account for the number and 
diversity of tasks that this research has demonstrated that these creators undertake.  
Survey responses indicated that subsequent effects for Brisbane independent dance 
creators include: a lack of understanding of what, why and how they create new work; 
inadequate training for what they need to do; not being paid for all of the roles that they 
undertake; inappropriate access to, criteria for, and types of resources and infrastructure; 
and being inaccurately perceived and treated as less experienced.  The blanket application 
of the title, 'independent dance artist', has also failed to recognise the creative component 
of independent dance creators.  As a result, the contribution made by these creators to 
employment, training, and opportunities for other dance artists that helps to make visible, 
and sustain the independent dance sector has been diminished and overlooked, trapping 
the independent dance creator in a recursive cycle of invisibility.   
 
PROBLEMATIC BARRIER #2: Not 'fitting' the traditional 
model of a singular, straightforward artistic role 
Also stemming from a lack of visibility is a lack of recognition of the 'independent dance 
creator' allowing implementation of the traditional structural model of dance to continue.  
As outlined earlier in Traditional Structural Models in chapter 3, the model separates 
artistic roles such as dancer and choreographer, only recognising roles separately, and 
treating the choreographer as superior to the dancer.  Here an intersection of barriers 
occur.  As mentioned above, the independent dance creator is not recognised as a creator 
but indistinctly recognised as a dance artist, this places them lower in the hierarchy of the 
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traditional structural model.  Pay rates are based on the traditional structural model and as 
such there is no pay rate that acknowledges the creator and dancer as one entity.  Without 
visibility of independent dance creators, processes and systems continue to be based on 
the traditional structural model, and these too fail to account for the independent dance 
creator, causing numerous further barriers, including difficulties with resources and 
infrastructure.  
 
PROBLEMATIC BARRIER #3: Difficulties with resources and 
infrastructure  
As well as funding deficits, which are already a well known problem, Brisbane independent 
dance creators spoke of the limited availability of, and access to space.  They said that the 
criteria associated with both space and funding restricted what was possible within the 
creative process.  This is consistent with Long's research mentioned in chapter 2, that 
found that often venues for dance can negatively impact rather than enhance practice, 
production, and inclusion for independent dance artists.160   
 
There is short supply of the specific physical infrastructure needed for independent 
creators to make new dance work.  The venues that do exist are in high demand and 
extremely expensive, making them hard to access especially without subsidy.  Responses 
from independent creators explained that independent hubs, programs for independent 
dance artists, and venues that were suitable for independent dance in Brisbane are "being 
axed or disappearing".  Independent dance creators said that they struggled to meet the 
high expenses associated with making new work.  With limited access to resources and 
infrastructure, gaining the means for off-setting costs or obtaining in-kind infrastructure 
was challenging; audiences were small, and made attracting support difficult.  As one 
respondent testified: "We had to look for studio space outside of the Ausdance Queensland 
initiative once and I couldn't believe how much studio space cost!".  Independent dance 
creators explained that the costs of making work were not recouped by the profit made 
from producing them: "If there's no funding, it's most likely that there will be no profit at 
all. At least not a profit that will make a living."   
                                                          
160
 (Long, 2010, pp. 13-15) 
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These  responses espouse the contextual barrier raised earlier that making dance has 
particular requirements that make it both unique and expensive.161  This is not to say that 
spaces for making art are not available, but that there are not enough spaces available that 
are suitable for making dance. 
 
Independent dance creators reported that they often had shortened timeframes; were 
limited in the amount of experimentation that they could do; were placed under pressure 
to 'produce' work before they felt it was ready; needed to produce work in ways that suited 
the venue or funding provider; and that funds provided were usually only able to be used 
for the artistic activity of the project, and not for any of the planning and management.  
Funding was also difficult to coordinate with artist and venue availability and with other 
applications for resources and infrastructure, because timing, criteria, and agendas did not 
often align.  As one participant reported: “Limitations and restrictions on state and federal 
funding opportunities: coordinating AQ funds with other funding structures can be difficult, 
due to the time frame that the funds need to be spent in”.  
 
Also resulting from a lack of visibility, and tied in with the restrictions associated with 
criteria attached to resources and infrastructure, as well as the lack of understanding of the 
roles that Brisbane independent dance creators undertake, is the amount and diversity of 
roles that these creators are not recognised for doing.   
 
Brisbane independent dance creators reported that they had "too many roles to do"; that 
they were "not trained to do them"; and that they were not paid appropriately (if at all) to 
do them.  The range and number of tasks to be completed limited the time and focus that 
they could apply to each, and to the actual creative process.  Many spoke of the difficulty of 
coordinating multiple applications for resources and infrastructure.  They claimed that 
application processes were: "time consuming"; required skills outside of their skill sets; 
sometimes required infrastructure that they did not have, and that each application had its 
own set of criteria that were not necessarily compatible with other sets of criteria.  One 
respondent described the process as "a nightmare of rigmarole and red tape that succeeds 
mostly in exclusion!"  Independent creators were doing a multiplicity of tasks for little or no 
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 Refer to Chapter 3: REVEALING THE CAMOUFLAGE, Making Dance is Expensive 
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money, they also noted that they were working other jobs to earn income and had, to 
"juggle different but related careers simultaneously".  
 
Due to the increasing range of tasks that independent creators were required to undertake 
to keep costs down or to meet funding criteria, they claimed that they needed to expend 
money on training and professional development to acquire the necessary skills to carry 
out tasks effectively.  They believe that much of the work that they undertake is "lowly 
paid" or  "isn't paid", and that trying to produce the outcomes expected of them with 
limited budgets requires them to carry out more of the tasks themselves.  Often, this 
affected the types of outcomes that they were able to achieve, and extended timelines; 
this, in turn, caused further issues.   
 
Creators also reported that criteria attached to funding and infrastructure required specific 
outcomes, such as a certain level of production.  However, funds were often insufficient to 
cover all these costs so they had to do more of the tasks involved in making work 
themselves because they could not afford to pay others.   
 
It was also claimed that resources and infrastructure could only be obtained for the short 
term.  This restriction requires multiple applications to be submitted for one dance work to 
be created.  At times, to obtain resources and infrastructure for each phase of the creative 
process, multiple applications had to be coordinated and submitted, as not all resources 
could be sought from one funding body.  Furthermore, receiving funding for one phase 
would not necessarily ensure funding for a later phase; works were sometimes 
commenced, but not always completed, and any long- term planning was said to be very 
difficult.  Additionally, venues, artists, and partners for the work's creation usually needed 
to be confirmed prior to submission of the applications for it to be competitive.  However, 
this was also difficult as creators could not confirm that the project would go ahead as it 
was subject to funding approval.   
 
It was also highlighted that it was more difficult to acquire resources and infrastructure for 
initial phases of creation, as some degree of funding and infrastructure was needed for the 
initial development of work to be used as the basis of an application.  Similarly, having a 
base level of funding was said to enable further resources and infrastructure to be 
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leveraged; however, without any to start with it, it was difficult to attain any at all.  
Additionally, some creators mentioned that they were not eligible for the type of funding 
that they required to make their work.   
 
Moreover, the actual distribution and systems of funding were largely criticised for not 
being effective, with one respondent calling for a "rejection of the current 'trickle-down'162 
economics of funding - major companies, particularly dance companies, don't support 
independent artists in programming works". 
 
The competitive fight for limited opportunities, resources, and infrastructure was also 
purported to create a hostile dance community, both in the independent sector and 
broader ecology, and hindered mutual support.  Independent creators spoke of a lack of 
sharing and bickering among artists. 
 
Just as the discussion paper, New Models, New Money: A Foundation for the Artist 
recommended,163 data from this research also indicates that new systems and processes 
are necessary to support Brisbane independent dance creators to create new dance work.  
However, without visibility of the  Brisbane independent dance creator, understanding can 
be difficult for providers of systems and processes to obtain.  This research offers 
considerable insight into these independent creators to help tailor new systems and 
processes.  Another useful piece of information is Westbury's distinction of the differences 
between programming and enabling.164  His table that outlines the differences is included 
in Appendix G, and makes some valid observations that are worth consideration for the 
future.   
 
                                                          
162
 'Trickle-down' involves funding being given to the top of the hierarchy, with the expectation that 
investing highly at that level will provide benefit for tiers of the hierarchy beneath.   
163
 (Shultz et al., 2010) 
164
 (Westbury, 2013) 
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PROBLEMATIC BARRIER #4:  The hierarchical organisation 
of the funding system 
Stemming from a lack of visibility of Brisbane independent dance creators and missing from 
the general equation is an acknowledgment of the interdependency of the dance ecology.  
This can be related to the hierarchical organisation of the dance funding system, that 
currently provides much of the framework on which the structure of the dance industry is 
based.165   Without 'seeing' independent dance creators, perception can be formed that 
they exist for no unique reason, offering nothing different to the other sectors and nothing 
significant to the functioning of the dance ecology.  
 
As Chapter 3 outlined, resources are currently distributed through a hierarchical system.  
Within this system, a focus on achieving the same economic and tangible outcomes in the 
fight for resources and survival, has positioned the dance sectors as competitors.  The three 
sectors are seen as serving the same purpose—‘to attract investment, attract large 
audiences, make revenue, and produce performances of high production value quickly’—
rather than as parts of an interdependent, interactive system, where each sector has a  
unique supportive function or functions.  Whether or not an independent dance creator 
has contributed 'as much' as another, rather than 'completed their particular function 
effectively', has blindsided a consideration of the whole picture and purpose: the effective 
functioning and, therefore, sustainability of the dance ecology.   
 
Unless the dance sectors are seen to have different functions, they are seen to be 
equivalent and comparable; they are, as a result, placed in a competitive situation.  If the 
independent dance sector is seen to have the same function and purpose as the other 
dance sectors, but cannot perform that function as well, it can affect the perceived 
expectations of, and the investment in, independent dance work.166  As mentioned as 
previously mentioned above in the discussion of the barriers previously in discussion of the 
barriers, this also generates an environment of competition rather than support among the 
dance industry,. 
                                                          
165
 The hierarchical funding system is discussed in Chapter 3: BENEATH THE CAMOUFLAGE, The 
Funding System. 
166
 See Chapter 3: BENEATH THE CAMOUFLAGE, The Funding System, for more detail regarding 
ecological function.  
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Keeping contemporary dance alive requires more than attracting investment and 
audiences, making revenue, and producing high production value quickly.  While they are 
important components in the functioning of the whole contemporary dance ecology, 
'newness', diversity, and development of practice and artists are also important.  Both the 
literature review and survey responses in this research project indicate that the 
independent dance sector offers the alternative to the mainstream, which in the localised 
ecology is Expressions Dance Company because it is the only contemporary dance company 
based in Brisbane.  Research responses as well as literature, also support that independent 
dance creators contribute to innovation, diversity, and development.167  Without a 
Brisbane independent dance sector, and independent dance creators, an alternative would 
not be provided, and innovating, diversifying and developing contemporary dance would 
be challenging.   
 
The lack of visibility of Brisbane independent dance creators in conjunction with the 
hierarchical organisation of the funding system and limited resources and infrastructure 
has also created a culture of risk averseness.  Independent creators claimed that "finding 
performance venues that are willing to invest in the creation of new works that are 
unfamiliar to them" was difficult”.  One independent creator remarked: 
 
The pressure to put something 'on' and the expectations and the vulnerability that comes 
with a 'produced work' is immense.  I think more time to experiment - to find the voice of 
the project - to play with concepts and ideas prior to embarking on a full work would be so 
valuable. 
 
Responses of independent creators indicated that the bulk of any risk in the creation, 
producing, and presentation of work was also often transferred to them.  Furthermore, 
there were few opportunities to show dance work in development, or to test shorter works 
before making a full-length production. 
 
The lack of visibility of Brisbane independent dance creators, 'norms' created by systems 
and processes that are structured around the dominant mainstream, and risk averseness,  
have led to there being a lack of context for independent dance to happen.  Statements 
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 As outlined earlier in this thesis, Long's (2010, p. 57) pyramid model demonstrates that 
independent dance artists contribute to innovation and development.  
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such as "many venues do not have a reliable contemporary dance audience", and "a lack of 
recognition in dance, including no dance awards at the Matilda Awards", alleged that 
independent dance was not recognised by the broader performing arts community or 
supported by audiences. One statement claimed that there was:  
  
…a lack of connection with the QUT
168
 Dance Department; the tutors are rarely attending 
local independent performances and therefore are not able to teach the students about the 
industry they are preparing their students for. 
 
Independent creators expressed the need for a dance theatre venue dedicated to the 
development of contemporary dance and dance audiences, similar to Critical Path or 
Dancehouse.  They also noted that there was a lack of suitable opportunities to engage in 
critical discourse about dance in Brisbane, or to view dance practice, development, and 
process through an appropriate frame.  The government’s general lack of support for 
artists was criticised, and there was an expressed need for "better understanding from 
government and funding bodies of the total impact of independent arts practitioners".  
Additionally, more comprehensive advocacy for independent dance by Ausdance 
Queensland was deemed necessary.   
 
Independent creators' responses reflected frustration with the lack of awareness of the 
independent dance sector and their role in ensuring the functioning of the broader dance 
ecology. 
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Chapter 9: A FRAMEWORK FOR 
ADDRESSING BARRIERS 
Having discovered that barriers are multi-level, and that barriers and their effects multiply 
with each shift away from the causal barrier, it was possible to construct a framework to 
provide a systematic approach to finding effective solutions to address barriers.  Table 11 
illustrates this framework.  
 
Table 11 
Framework to address barriers 
 
 
 
 
 
 
 
 
 
 
 
 
 
  
1st target: 
Causal Barrier 
Preventative solutions 
2nd target: 
Problematic  Barriers 
Placed in context = long 
term solutions 
3rd target:  
Symptomatic 
Barriers 
Short term = less 
effective solutions  
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The discussion of the barriers in the previous chapter, shows the complexity of the issues 
facing Brisbane independent dance creators that impact their creation of new work.  At the 
problematic level, multiple barriers intersect and further barriers result.  At the 
symptomatic level, an even greater number of barriers intersect.  Because of this, 
addressing one barrier at the symptomatic level is not likely to have much impact, 
however, working back towards the problematic level and the causal level, the effects of 
the barriers can be traced more easily, making them better levels to target as they should 
also reduce the number of symptomatic barriers. 
 
With this approach, finding solutions to address the causal barrier should take priority.  
Addressing the barriers at this level targets all of the problematic and symptomatic barriers 
at once, and should produce the most effective results.  However, the causal barrier is a 
very broad barrier to address, and it might be more realistic to address problematic 
barriers.  In this case, it could still be effective to target problematic barriers if, within 
finding solutions, consideration is given to ensuring the visibility of independent dance 
creators.  Targeting symptomatic barriers would be the least effective approach: there are 
so many, and they could be caused by the causal barrier, problematic barriers, or other 
symptomatic barriers.  This would make it difficult to identify and address the right causes, 
as well as to evaluate the success of any solutions and is, therefore, not recommended. 
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Chapter 10: CONCLUSION 
This study identified a number of masks that hide Brisbane independent dance creators 
and uncovered new knowledge to help improve sustainability for these creators in the 
future.  Key learnings from this study, including the framework to approach solving the 
barriers to making new dance work for these creators, are now demarcated.  Ways to move 
forward with this knowledge are then proposed. 
 
KEY LEARNINGS 
Research supported what Brisbane independent dance creators conveyed: sustaining a 
career as an independent dance creator is difficult, as they face many barriers to making 
new dance works; making dance work is expensive, and showing independent dance work 
is not profitable; and independent dance creators undertake many different tasks and 
activities, and are not paid for all of the work they do.    
 
To identify the barriers for those independent dance artists who make new dance works, 
the research methodology needed to recognise the diversity, and navigate the intricacy of 
the interactive, adaptive system that is the independent dance sector.  Mixed methodology 
enabled tools and processes from participant observation, Grounded Theory, and Root 
Cause Analysis processes to traverse the labyrinth of this complex system, and an 
ecological lens then provided the means to comprehend the sophistication of the barriers.  
Participant observation, a survey, and document analysis harnessed rich data about the 
problem, while Grounded Theory Analysis, Root Cause Analysis, and further document 
analysis enabled the data to be analysed. 
 
Through the process of identifying barriers to making new dance works for Brisbane 
independent dance creators, this research has contributed to building knowledge about 
Brisbane independent dance creators, and the independent dance sector of which they are 
a part.  A literature review revealed that, until now, very little had been written about the 
Brisbane independent dance sector, and that no specific research had documented 
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Brisbane’s independent dance creators.   Also revealed was the fact that detailed research 
on the independent dance sector in Australia had only been carried out by artist-
researchers, as independent dance creators are barely visible to anyone without 
experiential knowledge of the dance industry.  
 
A literature review also revealed information about the Australian independent dance 
creator.  This information helped to then examine the context surrounding the barriers at 
both a national, general level, and at a local, more specific Brisbane level.  In examination 
of the national context, the title of 'independent dance artist' was found to mask the 
complexity and diversity of the independent dance sector.  When the title was unpacked, it 
was distinguished from other 'independent dance artists'.  In addition, the different types 
of 'independent dance artists' identified by Card (2006, p. 20) and outlined earlier, were 
further clarified, and two new types of artists were identified: the 'freelance 
choreographer'; and the 'interim dance artist'.  ‘Independent dance artists’ had been 
categorised thus, because of the fact that they were all independent of fixed, ongoing 
infrastructure.  This disguised the fact that they were not all the same, and that not all were 
dancers.  This lack of clarity around the term ‘independent dance creator’ was identified as 
a general contextual barrier.  
 
The literature review found that the specifics of various performing art forms had often not 
been acknowledged in large scale research pertaining to the performing arts industry.  
Comparison of the structural models in contemporary dance and contemporary theatre 
revealed that the two art forms employ different structural models, and that there are 
significant differences between the two forms.  The comparison also exposed that the 
independent dance creator is excluded from the traditional dance model, which treats the 
dancer and choreographer as two separate entities.  Furthermore, the hierarchy of artistic 
roles in dance was recognised, and revealed an underlying traditional belief that the 
choreographer is born from the dancer.  Another general contextual barrier was 
discovered: the independent dance creator does not fit the traditional models of dancer 
and choreographer. 
 
Making any new performing art work is expensive. However, further differentiation of 
dance from other art forms was recognised by outlining the specific costs that make 
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creating new dance works more expensive than making new work in other art forms.  For 
all independent dance creators who operate without fixed company infrastructure and 
ongoing funding, making dance relies on obtaining large amounts of resources and 
infrastructure for each new work.  The absence of infrastructure was identified as another 
general contextual barrier.   
 
Further examination of the national context paid attention to the dance funding system, 
and recognised that the hierarchical organisation of this system has shaped the national 
dance industry.  By its very nature, the hierarchy generated negative perceptions of the 
independent dance sector. This too was identified as a general contextual barrier.  
 
The research then shifted to examine the local Brisbane context, and the influences that 
shaped independent dance there.  Differences between Brisbane and other Australian 
cities were highlighted, and three specific contextual barriers were identified: a lack of 
visibility of independent dance and dance creators; a lack of spaces and platforms for 
independent dance; and an increase in the number of 'interim dance artists'. 
 
A perspective of the problem from independent dance field ‘insiders’ was then provided for 
further contextual review, and enabled triangulation of perspectives.  The survey found 
that the Brisbane independent dance sector comprises a group of diverse artists who 
became independent for a number of different reasons.  The desire for creative freedom, 
innovation, autonomy, suitable circumstances, and opportunities that were not available 
elsewhere in the dance industry, were all reasons why Brisbane independent dance 
creators became independent.   
 
Independent dance artists can be dancers, choreographers, dance teachers, community 
dance practitioners, or (even) all of these.  Most independent dance artists were 
independent dance creators who had extensive professional dance experience.  The survey 
also found that independent dance creators were not all focused on choreographing, 
despite being involved in making their own dance works.  These creators undertake a 
significant number of other activities (aside from creating new dance works), and play a 
variety of roles in the process of making new dance work.  Most independent dance 
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creators had undertaken some degree of formal training to learn the skills of performance 
and choreography, but most of their other skills were self-taught. 
 
This research identified that there were numerous, interrelated barriers to making new 
dance work for Brisbane independent dance creators, and also recognised that some 
barriers had more widespread effects than others.  With review of the contextual and 
localised barriers and consideration of the barriers raised by Brisbane independent dance 
creators in the survey, three different levels of barriers were then classified.  This revealed: 
one causal barrier, four problematic barriers, and countless symptomatic barriers.  
Significantly, it was also discovered that the effects of the causal barrier led to problematic 
barriers; these then had further effects that resulted in symptomatic barriers.  
 
A lack of visibility of Brisbane independent dance creators was identified as the causal 
barrier for all barriers to making new work.  This causal barrier generated four problematic 
barriers, and these were identified as: a lack of clarity around the term 'independent dance 
creator'; not 'fitting' the traditional model of a singular, straightforward artistic role; 
difficulties with resources and infrastructure; and the hierarchical organisation of the 
funding system.  Countless symptomatic barriers were also found. 
 
LOOKING FORWARD 
With visibility identified as the causal barrier that other barriers to making new dance work 
for Brisbane independent dance creators stem from, finding ways to increase visibility of 
the independent dance sector and to recognise further details about it will be essential.  
Only then can effective means be found to improve processes and conditions and better 
enable these creators to make new dance works.  Also recognised within this research 
study is that effective solutions will require careful consideration of the circumstances that 
barriers occur in for they do not occur in isolation; the independent dance sector is 
comprised of many related, yet different, interwoven and interdependent parts and is 
situated within the larger dance ecology which is also an intricate system of networked and 
interacting elements.  Within such a complex system, a change to one constituent will have 
an effect on other interacting components.  This also means that making effective positive 
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changes will require comprehensive understanding of the ways that elements interact and 
what their purposes are. 
 
As Chapter 2 pointed out, little is known specifically about the independent dance sector in 
comparison to other sectors of the dance ecology.  One of the reasons that limited 
knowledge is known is because of the difficulty of capturing  qualitative data and assessing 
benefits that occur within, and in association with, this sector over the long term.  To date a 
considerable amount of research has utilised data collection methods most suited to 
company processes.  Development of new data collection techniques or tools, or 
adjustment of existing ones to be more relevant to independent dance processes would be 
extremely useful to help build evidence of the role and value of the independent dance 
sector in contributing to the overall functioning and health of the larger dance ecology. This 
type of evidence would also help to argue the importance of investigating this sector and 
help direct future resources towards it to enable further research to be done.  More 
research could do much to help distinguish the independent dance sector from the small to 
medium and major sectors and to increase its visibility.  Through increased visibility, the 
function of the independent dance sector and the differences that distinguish the sector 
from other elements of the dance ecology can be recognised.  Then the state of 
functionality of the independent sector as well as the functioning of the dance ecology as a 
whole can be better assessed.  When functions are known then appropriate goals can be 
set and the processes enabling or facilitating purposes can be tailored.  Only then can their 
success be evaluated; assessing their effectiveness to support the system they compile. 
 
With regard to further research being conducted, this study has also identified that 
research into matters related to the independent dance sector is best conducted by artist-
researchers.  This is due to the intricate, interwoven, and currently largely invisible nature 
of the sector's composition.  There are plenty of areas for research that need to be 
addressed but few artist-researchers in the position to be able to investigate them.  This 
highlights that there is a clear need to develop and provide support for these researchers. 
 
More explicitly, this study has illuminated some key attributes that distinguish dance from 
other performing art forms, contemporary dance from ballet, the independent dance 
sector from company dance sectors, as well as independent dance creators from other 
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dance artists, and from other dance artists in the independent sector.  Having illuminated 
these differences, more focused research that recognises these differences would help to 
provide more specific, accurate and detailed information to inform future processes and 
set sector appropriate goals that can expedite development. 
 
Finding solutions to a complex problem such as the barriers to making new dance work for 
Brisbane independent dance creators will not be simple.  The intersection of multiple 
barriers has to be considered, but consideration of the causal barrier in the context of 
other barriers provides an approach that targets the cause of the barriers rather than just 
the symptoms that present.  By looking at some of the barriers to making new dance work 
that were identified in this study: insufficient training or accessing training; the boundaries 
presented by the traditional model of dance; time restrictions and time outlay; and the 
number and diversity of roles that have to be undertaken, the causal barrier: a lack of 
visibility, its relationship to other barriers, and the interrelation of multiple barriers can be 
clearly noted. 
 
This study has highlighted that dance employment models are shifting and increasingly, 
more dance artists are being and/or acting as independents.  The survey completed by 
Brisbane independent dance creators in this research study, revealed that training can be a 
considerable barrier to making new dance work.  Discussion of the traditional model of 
dance in Chapter 3 identified that western dance training focuses more on the act of 
dancing than on its creation.  It also identified that theatre artists, who are trained to be 
independent, are taught to be collaborative and entrepreneurial, unlike dance artists.  
Taking into consideration the number and diversity of roles that dance creators undertake 
in the process of making their own dance works, and factoring in the areas of training 
where those creators had not received access or sufficient training, there are  a number of 
areas that future training could focus on.  These include employability (soft) skills such as: 
adaptability, autonomy, interdisciplinarity, entrepreneurism, risk-taking and 
experimentation, communication, problem solving, multi-tasking, negotiation, planning 
and organising, time management, learning, collaboration, and self management.  This also 
includes a number of hard (discipline) skills such as: choreographing, producing, marketing, 
administration, editing, design, dramaturgy, directing, grant writing, and business, touring, 
project, and financial management.   
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Although, whilst training providers could look at how they might improve or add these skills 
to focus training and maintain relevance to the professional independent dance sector, this 
study finds that improved access and delivery of training should not be used as a solution in 
isolation to address the barrier that training presents. Rather visibility, which was identified 
as the causal barrier needs to be considered in the process of finding an effective long term 
solution to any of the barriers.  Simply training independent dance creators with more skills 
may just compound, rather than relieve, other barriers such as 'too much work'.  As it was 
also identified that the extent and diversity of roles that the creators undertake are not 
sufficiently recognised, and that this under-recognition is linked to creators having to spend 
time learning skills to do those roles or finding resources for others to do them.  Taking 
steps to recognise these roles and their diversity could help to address multiple barriers to 
making new dance work for independent dance creators, including the barrier of training, 
and provide more effective solutions long term. 
 
Research that can help improve the visibility of independent dance creators (seeing, 
identifying, differentiating, and understanding them), will unveil more about their role 
within the dance ecology, including how and what they contribute, and how they interact.  
Processes that facilitate those contributions and interactions, and serve effective purpose, 
may then also be recognised and tailored to enable more efficient and effective means for 
creators to make new dance work and generate greater financial and creative 
sustainability.  
 
In conclusion, if we consider the dance industry to be an interdependent ecology, its health 
is only as strong as the combined synergy of each of its sectors.  As Aristotle (Metaphysica 
10f-1045a) said: “The whole is more than the sum of its parts.”  Each individual sector that 
comprises the industry needs to function well, however, for ultimate health of the dance 
industry, these sectors are also required to undertake processes that compliment and 
support one another to address all the requirements of the industry.  Assisting this 
functionality, the discovery in this research study of a cause and effect relationship 
between the three levels of barriers has enabled a framework for addressing barriers to 
making new dance work for Brisbane independent dance creators to be constructed.  
Providing a systematic approach to more effectively address barriers in the future, the 
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framework, along with the information gleaned from, and the new knowledge generated 
by this research, may assist the search to develop solutions to address and remove these 
barriers.  This may improve the sustainability of independent dance creators which will 
subsequently strengthen the health of the Brisbane independent contemporary dance 
sector.  Improving the independent sector's health may also improve the functioning of 
other elements of the Brisbane contemporary dance ecology, improving the ecology’s 
overall health to ensure the long term survival of contemporary dance in Brisbane. 
 
This research reveals that the chameleon-like independent dance sector has produced 
highly adaptive, resilient and resourceful creators, but that this adaptability has negatively 
camouflaged their activities and needs, at times also masking their contribution to the 
wider dance sector.  This research offers Brisbane independent dance creators a step 
towards visibility, to remove barriers to making new dance work, and subsequently, to 
improve artistic, operational and financial sustainability. 
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APPENDICES 
Appendix A 
Independent creators' motivations for becoming independent 
CATEGORY PROPERTIES 
 
Creative freedom 
 
Diversity of practice and people 
Possibility to create whatever you want, how you want to 
Freedom to be yourself, to work the way you want, with who you 
want, and when you want 
Free expression 
Could experiment and take risk that you couldn't elsewhere 
Space (freedom) to discover own practice 
Choice to choose how to dance and how often 
Pursue other interests in dance 
 
 
Innovation 
 
New challenges 
New environment 
Doing new things with new people 
New movement vocabulary 
Experimentation 
Discover own practice 
New artistic challenges 
New skills 
 
 
Autonomy 
 
Freedom to be yourself, to work the way you want, with who you 
want, and when you want 
Possibility to create whatever you want, how you want to 
Self-expression 
Follow own vision rather than someone else's 
Chance to deepen own movement vocabulary 
Discover own practice 
Ownership of work 
Could drive creation of own work/vision 
Wanted to make own work 
Could distinguish self from other choreographers (out of their 
shadow) 
Could distinguish self from being the dancer and from the company 
I had worked for 
Way to make own project ideas a reality 
Wanted to build own vocabulary 
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Suitability for 
circumstances 
 
Had the skills to be independent 
Was flexible to fit in and around family commitments 
Felt like the right time  
Seemed to be the logical thing to do (others did it at the same 
time) 
Suitable for the structures that were available, systems in place, 
and people that existed around me 
Flexibility to fit in with schedule of other commitments 
Felt natural, just happened 
For those wanting to pursue contemporary dance, doing it as a 
freelance dancer is often the best choice 
To communicate art that fits our current cultural perspective 
It enabled me to make money/have financial security from working 
another job but to then also stay involved in dance as I got older 
Could work as a mature artist 
Right time in my career 
Didn't like the mainstream 
Was a way to move away from being a company dancer 
Natural progression from dancing full-time with a company given 
that I wanted to pursue choreography 
Was an instinctive move from university til I worked out what I 
wanted to do - then I liked it so I stayed 
Move away from being full-time dancer 
Not interested in being a company dancer as a job 
 
 
Opportunities were 
not available 
elsewhere in the 
dance industry 
 
 
Could experiment and take risk that you couldn't elsewhere 
Could encounter new artistic challenges - not able to in a company 
environment 
Space to discover own practice that company was not providing 
Providing opportunity for others to engage in meaningful practice 
that they otherwise would not have had access to 
Wanted to provide other opportunities for emerging and 
professional artists that were missing out 
Opportunity to gain skills I didn't have 
Could be more than 'just a dancer' 
Few other options available 
Was unable to secure a job with mainstream companies 
Lack of company contracts available 
Did not fit the mainstream 
Was too old to dance for a company anymore 
Needed to continue working as an artist as I got older 
Thought I would find work in a company but didn't 
Economically, the lack of ongoing support for contemporary artists 
means career falls under the independent category 
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Appendix B 
Key barriers to making dance work for independent creators 
CATEGORY PROPERTIES 
 
Resources and 
infrastructure 
 
Shows not supported from creation to completion 
Hard to attract funding for type of event.   
Some criteria exclude eligibility so can't access resources.   
Process of acquiring resources and infrastructure is a rigmarole.   
Processes for acquiring resources/infrastructure are not always 
transparent and can sometimes be misleading 
Have to apply for multiple funds and meet multiple sets of 
application criteria for each phase of a project to be eligible for 
support. 
Coordinating funds is difficult.   
Have to juggle organisational structures - structures do not always 
align to work in conjunction. 
Funding timeframes are restrictive.   
Not enough time to develop work to final stage.   
Space for practice and rehearsals is limited.   
Platforms for presentation are limited.   
Few platforms for creating work.  
Not enough resources and infrastructure.   
Availability of space.   
No ongoing support.   
Limited access  to space.   
Can't plan long term. 
Can't leverage  other grants without confirming some form of 
infrastructure.   
Programs just reinvented rather than built upon.   
Funding guidelines restrict ability to carry out a number of projects 
at once.   
Hard to find funding support for initial stage of project of funding 
that is ongoing.   
End up with gaps between projects.   
Not enough suitable venue availability.   
Uncertainty with venues.  
Restructuring of programs or spaces without consultation of 
independent sector.   
Too much time and effort into application processes for resources 
and infrastructure.     
Declining resources for independent dance.   
Without funding - usually no profit made from work.   
Funding is limited for independent dance sector. 
Can't access infrastructure but need it to make work. 
Difficulty getting small scale projects off the ground.   
Need some funding to get more funding - where do you get initial 
funding from? 
Need a project up and running to get a project up and running - how 
do you get first project up and running?   
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Lack of opportunity for younger artists with less experience.   
Axing of hubs and start-ups.   
Programs disappear and are not replaced. 
 
 
Competition 
 
Hostile dance community including independents - they're in 
competition and this hinders support for one another.   
Bickering between artists.     
Unnecessary and underlying sense of competition hinders sharing. 
Competing for limited opportunities, resources and infrastructure. 
 
 
Diversity of tasks 
 
Admin is time-consuming on top of creating. 
Don't have experience in production tasks that need doing but can't 
hire people to do productions tasks. 
Inconsistent time to focus on creating.   
Too many roles to do 
Not trained for roles 
Don't have time to do everything as there's too much to do.   
Need to spend time networking and marketing.   
Not enough time to develop work to final stage - too busy doing 
other things   
Don't have enough time to dedicate to all tasks that need doing. 
Not enough time to do everything.   
Lots of tasks to do.   
Lots of preparation  that takes time and goes unpaid.   
Takes time to raise resources - that too is unpaid.   
Not enough time to experiment.   
Have to juggle organisational structures.   
Coordinating projects.   
Limited time.   
Juggling different but related careers simultaneously.   
Doing a day job on top of creating work.   
Lack of time for focusing on tasks - too much multi-tasking and 
switching between tasks.  
Pressure on one person to successfully execute everything.   
Need commitment from artists before commitment of funding.   
Coordinating projects.   
 
 
Cost of making 
work 
 
Can't afford to pay artists,  
Professional development opportunities are costly,  
Can't afford to support other people's work 
Not enough financial support 
Can't afford to make dance.   
Work is not paid or paid poorly. 
Cost of space.   
Lots of preparation  that takes time and goes unpaid.   
Takes time to raise resources - that too is unpaid.   
Don't earn enough money to survive from creative work.   
Studio access is expensive outside of hours and outside of initiatives.   
Need funding to make work.   
Limited money.   
Affording costs and time for PD, training, networking opportunities.  
   
 131 
 
 
Trying to produce outcomes on a very limited budget. 
Can't profit from making work.   
Without funding - usually no profit made from work.   
Can't make enough to make a living - not sustainable. 
Not enough money. 
Not sustainable/viable. 
 
 
Risk averseness 
 
Venues risk averse.   
Venues hesitant to invest in the new/untested/unfamiliar.   
Presenters reluctant to program dance in venues.   
Venue presenters see independent dance as a financial risk.   
Pressured to 'produce' work rather than experiment.   
Risk is on own shoulders.   
Not enough time to experiment.    
Pressure on one person to successfully execute everything.   
Can't offer stability to anyone involved in creating the dance - hard 
to secure artists.   
Investors want to see progress/want security before they invest.   
 
 
Lack of context for 
independent dance 
 
Independents not supported by broader dance community.  
Independent dance and contemporary dance not supported by 
general public. 
Many venues do not have a dance audience. 
Students not encouraged to attend or support independent dance 
sector.   
Education sector doesn't support independent sector enough. 
Lack of context for independent dance to happen. 
Lack of connection between education sector and independent 
dance sector.   
Training providers not aware of what is required for being 
independent as they are disconnected from the independent dance 
sector.   
Not adequately educated about the independent dance sector 
during training - ill equipped to be independent on entry.  
Lack of recognition in dance world. 
No recognition at other awards (ie. Matildas) and in broader context.  
Programs disappear and are not replaced - no consistency. 
Not enough presentation opportunities for independent work.  
Not enough venue availability and support for independent dance.  
Axing of hubs and start-ups.   
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Appendix C 
Professional practice to contextualise the insider view:  
Elizabeth Vilmanis - Curriculum Vitae 2017  
 
Born in Tanzania, East Africa, in 1979, Elizabeth spent her childhood in Adelaide, South Australia 
from 1980. In 1998, she relocated to Brisbane to study dance at the Queensland University of 
Technology. In 2000, her professional performance career launched with Expressions Dance 
Company.  Elizabeth now works from Brisbane as a professional in the dance industry, crossing many 
sectors. She greatly values the exchange of skills, information and experiences with others; 
harnessing the power of collaboration within all facets of her professional practice. Elizabeth 
founded Brisbane Dance Artists Hub in 2010 to provide Brisbane independent dance artists with a 
central online platform to communicate with each other, and continues to see this as an important 
connection tool within this sector of the dance community.  Elizabeth also strives continually to 
contribute to the artistic vibrancy of dance in Australia; promoting positive engagement with dance 
and advocating for its relevance in today’s society.   
  
 
ACHIEVEMENTS  
  
2015  Nominated for Outstanding Achievement in Independent Dance for "White 
 Porcelain Doll"   
 Australian Dance Awards  
 
 Nominated for Outstanding Performance by a Female Dancer in "White 
Porcelain  Doll"   
 Australian Dance Awards  
  
2009   Nominated for Outstanding Performance by a Female Dancer in "Elbow 
 Room"   
 Australian Dance Awards   
  
2007 Dancer to watch   
 Dance Australia Critics Survey   
  
2002   Dancer to watch   
 Dance Australia Critics Survey   
 
 
 
GRANTS AND RESIDENCIES  
  
2016 - 2017 Sidney Myer Fund/Tim Fairfax Foundation Capacity Building Program 
 Participant (Prying Eye) 
 
 Sidney Myer Fund/Tim Fairfax Foundation Capacity Building Program  
 Participant (Ausdance Queensland) 
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2016 New Move Network Residency 
 For "Cells Behaving Badly" 
 Centre of Contemporary Arts Cairns, Queensland 
 
 Arts Queensland Quadrennial Organisational Funding 
 For four year program of activities (Ausdance Queensland) 
  
 Australian Arts and Culture Fund - Catalyst Grant  
 For "Career Dance Slam and Community Bounce - Far North Queensland" 
 (Ausdance Queensland) 
  
 Grant from John Villiers Trust 
 For "Career Dance Slam and Community Bounce - Central Queensland" 
 (Ausdance Queensland) 
  
 Arts Queensland Grant - Queensland Arts Showcase Program, 'Arts Ignite' 
 stream 
 For "The Inquisition of the Big Bad Wolf" (Prying Eye) 
  
 Australia Council Grant - Projects and Programs for individuals and groups  
 For "The Inquisition of the Big Bad Wolf" (Prying Eye) 
 
 
2015   Dance Massive Open Studios Program 
 Selected to present “The Inquisition of the Big Bad Wolf” (Prying Eye) 
 Bagging Room, Malthouse Theatre, Melbourne, Victoria.  
  
 Australia Council for the Arts/Ausdance Queensland Special Projects  
 For “The Inquisition of the Big Bad Wolf” (Prying Eye) at Dance Massive and to 
 attend the National Dance Forum, Melbourne, Victoria.  
 
  Fresh Ground Space Residency 
 For "White Porcelain Doll" (Prying Eye) 
 Judith Wright Centre of Contemporary Arts, Brisbane, Queensland.  
 
 
2014   Arts Queensland Projects and Programs Grant  
 For “White Porcelain Doll” (Prying Eye) 
 
 Australia Council for the Arts Projects and Presentation Grant 
 For “White Porcelain Doll” (Prying Eye) 
  
 Ausdance Queensland/Arts Queensland sponsorship  
 To attend the Australian Performing Arts Market, Brisbane, Queensland. 
 (Elizabeth Vilmanis) 
 
 Ausdance Queensland Creative Development Fund  
 For “The Inquisition of the Big Bad Wolf” (Prying Eye) 
 
  
2013 - 2014  Fresh Ground Residency 
 For Prying Eye projects 
 Judith Wright Centre of Contemporary Arts, Brisbane, Queensland  
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2013   Ausdance Queensland/Arts Queensland sponsorship 
 To attend National Dance Forum & Dance Massive, Melbourne, Victoria 
 (Elizabeth Vilmanis) 
 
 The Loft Residency 
 For "The A Likely Distrust Project" (Prying Eye) 
 Queensland University of Technology, Brisbane, Queensland 
 
  
2012   Powerlab Residency 
 For "White Porcelain Doll" (Prying Eye) 
 Brisbane Powerhouse, Brisbane, Queensland  
 
 Arts Queensland Projects and Programs Grant 
 For the “A Likely Distrust Project” (Prying Eye) 
 
  Ausdance Queensland Bell Jar Choreographic Lab 
 Participant (Elizabeth Vilmanis) 
 Judith Wright Centre of Contemporary Arts, Brisbane, Queensland 
  
 
2010 - 2011  Securing Career Opportunities and Professional Employment scholarship  
 Recipient for career development projects (Elizabeth Vilmanis) 
 
  
2010   Fresh Ground Residency  
 For "The A Likely Distrust Project" (Zaimon Vilmanis and Elizabeth Vilmanis) 
 Judith Wright Centre of Contemporary Arts, Brisbane, Queensland 
 
 
WORK HISTORY 
  
  
CREATIVE PRACTICE - 
 
Independent Work 
  
2010 - Current Co-creative Director 
 Prying Eye Productions, Brisbane, Queensland  
 
 Choreographed and directed productions, devised and implemented business 
 and marketing plans, generated tour packages, liaised with producers, 
 presenters, venues, artists, media, sourced funding, managed incoming and 
 outgoing payments, time management, ensured safe dance practice, 
 rehearsed, created and updated website, maintained social media presence, 
 mentored students, facilitated workshops, performed shows, acquitted grants.  
 “The Inquisition of the Big Bad Wolf” (work in development showings) Supercell 
Dance Festival, Brisbane (2017) 
 "Cells Behaving Badly" (work in development showing)Centre of Contemporary 
Arts, Cairns, ((2016) 
 “The Inquisition of the Big Bad Wolf” (work in development showing) Malthouse 
Bagging Room, Victoria (2015).  
 “White Porcelain Doll”, performance season, Judith Wright Centre of 
Contemporary Arts (2014). 
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 “Daddy Long Legs of the Evening”, Prying Eye's Playdate Group, Dance Indie Dance 
- Ausdance QLD (2013).  
 “The Whispering Room”, Mixed Tape, Brisbane Festival (2013).  
 “A Likely Distrust”, Brisbane Powerhouse Turbine Studio (2012).  
 “Resurfaced”, Under The Radar, Brisbane Festival (2012).  
 Lady Electronica Showcase with Dr. Donna Hewitt, Judith Wright Centre (2012).  
 Mentor for Indooroopilly High School’s “X-Seed” students (2013-2015).  
 
  
2013  Performer and Creative Collaborator   
 Paul Selwyn Norton, Sunshine Coast, Queensland   
  
 Contributed to the creative process and performed the work created.  
 “Six Melodies”  
 
 
2012    Choreographer and Performer 
 Expressions Dance Company, Brisbane, Queensland   
 
 Choreographed and performed the work. 
 “Inhabited”, (reworked) Noosa Long Weekend Festival 
 
 
2011   Choreographer and Performer   
 Expressions Dance Company, Brisbane, Queensland 
 
 Choreographed and performed the work.  
 "Inhabited", Solo – A Festival of Dance  
 
 
2010  Choreographer and Performer   
 South Australian Childrens Ballet, Adelaide, South Australia   
 
 Choreographed and performed the work. 
 “Gradatim”, Silver Gala  
 
 
2009   Choreographer and Performer  
 Royal Academy of Dancing, Adelaide, South Australia   
 
 Choreographed and performed the work. 
 “Autonomous”, Sir Robert Helpmann Centenary Scholarship Awards  
 
 
2009   Co-choreographer and Collaborator   
 Sybella Blencowe, Adelaide, South Australia and Belltower II, Brisbane, 
 Queensland  
 
 Choreographed and performed in the work.  
 “Forgotten Interlude” (collaboration with Zaimon Vilmanis)  
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2008   Contemporary Dancer/Creative Collaborator/Marketing Development/Video 
 Editor   
 Lisa Wilson Projects, Brisbane, Queensland  
 
 Performed in and contributed to the creation of the work. Also, designed 
 marketing material, and edited  promotional videos.  
 “Elbow Room”       
 “space_between” (World Dance Alliance)  
  
 
2001 - 2002  Performer and Creative Collaborator   
 Dale Johnston Project, Brisbane, Queensland  
  
 Performed in, collaborated on, and choreographed a section of the work. 
 "The Sanctuary", directed by Dale Johnston.  
 
 
Company Work 
 
2017 - Current Rehearsal Director 
 Dancenorth, Townsville, Queensland 
  
 Management and rehearsal of dancers, management of performances, 
reporting  to higher management, liaison with production staff and venue presenters, 
 handling of media calls, delivery of interviews, time management, quality 
 control, provision of dance classes for the company, scheduling, ensuring 
 safe dance practice, coordination of secondment week. 
 "Rainbow Vomit" Queensland tour and Poruma Island (2017) 
 Secondment week (2017)  
 
 
2015 - Current  Rehearsal Director and Audition Tour Manager  
 Expressions Dance Company, Brisbane, Queensland  
 
 Management of community engagement participation, management and 
 rehearsal of dancers, management of performances, provision of dance classes 
 for the company, reporting to higher management, liaison with production staff 
 and venue presenters, time management, quality control, conducting auditions, 
 organization of accommodation, scheduling, ensuring safe dance practice.  
 "Aida on the Beach" Opera Queensland collaboration (2017) 
 "Mozart Airborne" Opera Queensland collaboration at QPAC (2017) 
 "When Time Stops" signature season at QPAC (2016) 
 “Carmen Sweet” audition and performance tours through VIC, NSW and SA (2015).  
 
 
2009 - 2013  Dancer   
 Leigh Warren and Dancers, Adelaide, South Australia  
 
 Performed major roles nationally and internationally, facilitated workshops, 
 taught community dance classes, made media appearances, contributed to the 
 creation of the performances for the Arts in Health Program.  
 “Seven”, “Shimmer and Impulse" – (Leigh Warren), “Frame and Circle” – (Prue 
Lang, Leigh Warren), “Maria De Buenos Aires” - (Leigh Warren in collaboration 
with the State Opera of South Australia), Arts in Health Program Flinders Medical 
Centre.    
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2012   Guest Dancer   
 Expressions Dance Company, Brisbane, Queensland  
 
 Rehearsed and performed in the work. 
 "Don’t" by Natalie Weir, Noosa Long Weekend Festival  
 
 
2007   Contemporary Dancer   
 Fifty Fifty Productions, Brisbane, Queensland  
 
 Rehearsed and performed in the film clip.  
 Katie Noonan's "Time To Begin", choreographed by Natalie Weir.  
 
 
2000 - 2007   Dance Theatre Performer and Collaborator   
 Expressions Dance Company, Brisbane, Queensland  
  
 Performed major roles nationally and internationally, facilitated workshops, 
 taught company and community dance classes, made media appearances, 
 contributed to the creation of productions.  
 “Virtually Richard III”, “Rites of Spring”,“Alone Together”, “Flight”, “The Fifth Door” 
- (Maggi Sietsma),“Jigsaw”, “The Insider” -(Natalie Weir), “Sketches” - (Lisa Wilson, 
Zaimon Vilmanis and Sally Wicks), “If Only” - (Sue Peacock), “Either Side of Forty” - 
(Justin Rutzou and Emily Amisano), “Fragments of Memory” - (Cheng Tsung Lung), 
“Lines In The Sand” and “Surf’s Up”, (Jamie Redfern )- part of Queensland Arts 
Council's Touring Program. 
 
 
2007  Choreographer   
 Expressions Dance Company, Brisbane, Queensland  
 
 Choreographed the work. 
 "Cafe 3941", Either Side of Forty Season  
 
 
2001  Dancer   
 Queensland Opera Company, Brisbane, Queensland  
 
 Rehearsed and performed the work. 
 "Pearl Fishers", choreographed by Rosetta Cook.  
 
 
 
TEACHING PRACTICE -  
 
1998 - Current Guest Teacher  
 Various private dance studios 
 
 Provision of ballet and contemporary classes for students at private dance 
 studios around Brisbane.  
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2002 - Current  Teacher/Workshop Leader/Professional Development Facilitator   
 Expressions Dance Company, Brisbane, Queensland   
 
 Provision of ballet and contemporary classes for the company, facilitation of 
 workshops in schools, studios, institutions and for EDC's Brisbane 
 Contemporary Dance Intensives, professional development of company 
 dancers.  
 
 
2014 - 2016 Guest Teacher  
 Bangarra Dance Theatre 
 
 Provision of ballet and contemporary classes for the company during 
 performance seasons Brisbane. 
 
 
2015   Guest Teacher and Mentor   
 Hong Kong Academy of Performing Arts, Hong Kong  
 
 Taught contemporary dance classes for undergraduate students, choreographic 
 mentor for undergraduate and postgraduate students. 
 
 
2008 - 2015  Sessional Lecturer/Industry Assessor/Tutor (Oodgeroo Unit)   
 Queensland University of Technology, Brisbane, Queensland   
  
 Taught dance classes in ballet, contemporary, partnering and pointe, provided 
 tutoring in contemporary dance, and assessed undergraduate students under 
 examination. 
 
 
2011 - 2014  Teacher   
 Pro Dance Classes, Brisbane, Queensland    
  
 Taught regular ballet and contemporary dance classes for local practicing dance 
 artists. 
 
 
2013  Teacher and Course Outline Devisor   
 The Queensland Ballet, Pre Professional Course, Brisbane, Queensland   
  
 Taught contemporary dance to the Pre-Professional Year students and 
 developed the contemporary course structure for the year.   
 
 
2009 - 2010  Teacher and Workshop Leader   
 Leigh Warren and Dancers, Adelaide, South Australia     
   
 Taught contemporary dance classes for the public and facilitated workshops for 
 school students, public, and other artists. 
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2006  Guest Teacher   
 Hong Kong Academy of Performing Arts, Hong Kong  
  
 Taught ballet classes for undergraduate students studying dance. 
 
 
2006  Guest Teacher   
 Development of Contemporary Dance, Noumea, New Caledonia  
   
 Taught contemporary and ballet for artists at the centre. 
 
 
2006  Guest Teacher   
 Wellington Summer School, Wellington, New Zealand 
  
 Taught classes in contemporary, ballet, and contemporary repertoire for 
 attendees at the summer school. 
 
 
 
ARTS MANAGEMENT, CONSULTANCY, AND ADMINISTRATION - 
  
Current - Professional Development Consultant 
 Ausdance Queensland 
 
 Coordination, planning, development, organisation, staffing, monitoring and 
 delivery of professional development program activities. Provision of specialist 
 dance advice to the Executive Director to assist in the development and 
 delivery of Ausdance Queensland's annual and multi-year program/s. 
 
 
2016 Program Consultant 
 Ausdance Queensland 
 
 Provided specialist dance advice to the Executive Director to assist in the 
 development and delivery of Ausdance Queensland's annual and multi-year 
 program/s. Duties included coordinating and administering all aspects of the 
 program, such as planning, organising, staffing, leading, and monitoring 
 program activities. 
 
 
2014 - 2015   Administrative Assistant and IT Support    
 Northern Australian Regional Performing Arts Centre’s Association Brisbane, 
 Queensland  
  
 Preparation of e-newsletter, website updating, conference planning, 
 correspondence with members and sponsors, maintenance of member lists.  
 
 
2012 - 2014  Manager   
 Room 60 Cultural Bar, Kelvin Grove, Queensland  
  
 Planned staff rosters, handled stock ordering and product choice, took cash 
 sales, reconciled sales,  co-ordinated and managed events, payroll, managed 
 adherence of workplace regulations and safety, time management.  
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2013   Peer Advisor   
 Australia Council for the Arts, Sydney, New South Wales  
  
 Contributed professional industry knowledge to the assessment panel for 
dance  grants.  
 
  
2011   Assistant Event Co-ordinator   
 Ausdance Queensland, Brisbane, Queensland  
 
 Helped to plan the Australian Dance Awards in Brisbane, liaised with 
 presenters, performers, hosts and sponsors to confirm their commitment for 
 the event.  
 
 
 
VOLUNTEER ARTS MANAGEMENT, CONSULTANCY, AND ADMINISTRATION - 
 
2017 Panel Member 
 National Dance Forum Curatorial Panel, Brisbane, Queensland 
 
 Assistance with planning the 2017 National Dance Forum in Melbourne. 
 
 
2015 - Current Secretary of the Management Committee 
 Supercell Dance Festival, Brisbane, Queensland 
 
 Ongoing support to the Chair to assist with ongoing functioning of the 
 Management Committee; organisation of meetings and minutes, maintenance 
 of records, maintenance of legal requirements of governing documents, 
 facilitation of communication and correspondence. 
 
 
2010 - Current   Founder, Member, Administrator, Moderator 
 Brisbane Dance Artists Hub, Brisbane, Queensland   
  
 Maintenance and moderating of online presence, facilitation of opportunities, 
 and distribution of relevant information. 
 Initiated Brisbane Dance Artists Hub, set up presence on social media, created 
 website.  
 
 
2013-2015  Consultant  
 Arts Queensland, Brisbane, Queensland  
 
 Provided feedback on new grants and outcome reporting.  
 
 
2011- 2014   Founding Member and Co-ordinator   
 Pro Dance Classes Brisbane, Queensland   
 
 Co-ordinated initial planning and organisation of the classes, set up the 
 website, created and maintained social media presence, co-ordinated teachers 
 and class venues, created payment system. 
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OTHER ARTS WORK - 
  
2016 Adjudicator 
 Dance Direction Queensland, Choreography Competition, Bald Hills, 
 Queensland 
 
 Judged the competition. 
 
 
2008  Adjudicator   
 Queensland Cecchetti Medals, Brisbane, Queensland  
 
 Judged the competition. 
 
  
 
QUALIFICATIONS  
  
Current -  Master of Arts (Research) - Looking at the barriers to making new dance work 
 for Brisbane’s independent contemporary dance creators.  
 Queensland University of Technology, Kelvin Grove, Queensland 
  
 
2014   Critical Response Process  
 Liz Lerman, West End, Queensland   
 
  
2011   Introductory Web Design  
 Dynamic Web Training, Brisbane, Queensland   
 
  
1999  Associate Degree In Dance  
 Queensland University of Technology, Kelvin Grove, Queensland   
 Course Grade Point Average of 6.5 out of 7  
 
  
1997  Advanced Level  
 Royal Academy of Dancing Classical Ballet Syllabus 
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Appendix D 
An overview of the evolution of contemporary dance in Australia 
Contemporary dance in Australia has been dated back to the 1940s.169  Many shifts have 
shaped the contemporary dance scene of Australia today.  Providing an overview highlights 
significant artists, companies, organisations and trends that have shaped parochial 
contemporary dance.  Starting from apparent beginnings and moving through to the 
fashion of the present contemporary dance landscape exposes the growing diversity of 
Australia's contemporary dance industry.   
 
Forming the imaginings of contemporary dance in Australia was Gertrud Bodenwieser.  She 
imbued her European characteristics following her arrival here in the 1940s after the Nazis' 
invasion into her country, Austria.  Bodenwieser introduced new dance idioms which 
offered welcome freedom from the conventional aesthetics of ballet that were popular in 
Australia at the time.  
 
Twenty five years passed, however, before the initiation of Australian Dance Theatre in 
1965 in Adelaide, South Australia.  It's founder and director, Elizabeth Cameron Dalman 
had been exposed to the philosophies of Isadora Duncan and trained with modern dance 
greats such as Martha Graham and Alwin Nikolai.  Challenging the dance of the day 
Dalman's innovative approach combined with the fact that the company addressed social 
and political issues, took the Establishment by surprise and exposed new possibilities for 
contemporary dance.  The conventional arts community considered the new style to be 
inferior to ballet, yet many people outside that community embraced it enthusiastically.170  
Today Australian Dance Theatre stands as Australia's oldest and longest running 
contemporary dance company. 
 
Exhibiting more of the new, contemporary dance of the 70s in Australia saw idiosyncratic, 
avant-garde influences introduced from Nederlands Dans Theater (NDT), as well as the 
theatrical, emotionally charged, austere signature of Martha Graham further infused.  One 
                                                          
169
 (Stock & Dyson, 2006, p. 16) 
170
 (Freeman & Wells, 2009, para. 2) 
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of the founding members from Nederlands Dans Theater, Jaap Flier, brought his 
contemporary dance knowledge from working with the likes of Glen Tetley and Hans van 
Manen171  to Australia in 1973.  Flier initially directed Australian Dance Theatre following on 
from Dalman, but then moved on to guide The Dance Company (NSW) as Artistic Director, 
formalising the group founded by Suzanne Musitz.172 
 
Soon more companies formed and from 1976 activity escalated.  Kai Tai Chan marked the 
beginnings of One Extra Dance in 1976, providing choreographic workshops which bred 
new generations of choreographic leaders, such as Graeme Watson, Chrissie Parrott, Garry 
Lester, and Lloyd Newson.173  At the same time the National Aboriginal Islander Skills 
Development Association (NAISDA) was created from which the first Aboriginal and Torres 
Strait Island contemporary dance company, the Aboriginal Islander Dance Theatre was 
initiated with Carole Johnson leading the charge.174  Russell Dumas and Nanette Hassall 
formed the Dance Exchange embedding Cunningham technique175 and introducing an 
essence of Trisha Brown, Jose Limon, and Twyla Tharp.  The same year, The Dance 
Company (NSW), later known as Sydney Dance Company, appointed Graeme Murphy as 
Artistic Director.  He went on to lead Sydney Dance Company for the next three decades 
and today is one of Australia's most well known contemporary dance icons.  1977 saw 
Jonathon Taylor take on directorship of Australian Dance Theatre.  In 1978, The Canberra 
Dance Ensemble (which began as the National University Dance Ensemble led by Diana 
Shohet, Lorna Marshall and Graham Farquhar), was established under the artistic direction 
of Stephanie Burridge.  It is known today as - Canberra Dance Theatre.176   Towards the end 
of the decade and making works reflective of life at the time, Human Veins Dance Theatre, 
"Canberra's first professional dance company"177 was founded by Don Asker (also a 
choreographer from Nederlands Dance Theatre) in 1979. 
 
                                                          
171
 (Craine & Mackrell, 2010) 
172
 ("About Sydney Dance Company," 2016, para. 4) 
173
 ("One Extra Dance. (1978-2006)," 2009, para. 1-2) 
174
 (Johnson, 2011, p. ii) 
175
 Copeland described the aesthetic of Cunningham technique: "the ultra-articulate look of 
Cunningham technique derives in part from the absolute clarity with which the dancers must 
accentuate the metrical values of each phrase, independent of ancillary, musical 'punctuation.'" 
(Copeland, 2004, p. 141) 
176
 (Canberra Dance Theatre, 2014) 
177
 (Potter, 2002, p. 12) 
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Not surprisingly, a memorable decade of growth ensued.  The 70s saw a swell of activity 
within the Australian contemporary dance arena as well as the development of core 
structures, including that of the Australia Council for the Arts funding model which 
continues to have great affect on the growth and advancement of operation of 
contemporary dance in Australia.   
 
Throughout the next decade, the activity kept increasing.  More companies were formed 
spreading contemporary dance across the continent.  In 1981, led by Jenny Kinder, 
Tasmanian Dance Company (the precursor to Tasdance in 1987), started sharing 
contemporary dance through performances with schools.  In Melbourne two years later, 
Nanette Hassall branched away from the Dance Exchange to set up Danceworks supporting 
emerging choreographers and their creative practice.  In Western Australia, the Western 
Australian Ballet provided initial support for a dance in education company called 2 Dance 
(later known as Buzz Dance Theatre) which the founder Derek Holtzinger ran with Sue 
Peacock. 2 Dance expanded and became 2 Dance Plus a few years later.  At the same time 
and also in Western Australia, choreographer Chrissie Parrott started her own dance 
collective.  Curious about computer technology she brought it into the realm of dance.  ADT 
appointed Leigh Warren artistic director in 1987. Then in 1988, more activity sparked in 
Perth. STEPS Youth Dance Company was born with Ruth Osborne as artistic director and 
Fieldworks Performance Group, combining dance, theatre and new media under the 
direction of Jim Hughes was brought into being. In Sydney, Carole Johnson handed over the 
reins of AIDT to Raymond D. Blanco and founded Bangarra Dance Theatre adding cultural 
vitality to Australia's contemporary dance scene.   
 
In Townsville, Cheryl Stock was appointed Artistic Director of North Queensland Ballet 
Company and it transformed to a professional contemporary dance company called 
Dancenorth.   
 
In 1989 Meryl Tankard took over Human Veins Dance Theatre in Canberra and introduced 
the non arbitrated, emotionally impactful style that she'd gained from working with Pina 
Bausch.  While over in Melbourne, Helen Herbertson and Beth Shelton joined forces to 
continue Nanette Hassall's vision for Danceworks.  
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Freshly inspired choreographers returned to Australia from overseas during this ten year 
period from 1980-1990. They bestowed new contemporary dance practices and 
philosophies they had learned.  The sharing of their knowledge brought new approaches to 
the creation of contemporary dance and diversified Australian contemporary dance 
practice. 
 
From 1990 onwards, the boundaries of Australian contemporary dance continued to 
expand.  New artistic directors took over from old ones who moved on to new ventures.  
During the 90s, Phillippa Clarke was appointed to 2 Dance Plus, followed by Paige Gordon 
as the company repositioned to Buzz Dance Theatre. Graeme Watson was appointed to 
One Extra Dance Company, Stephen Page to Bangarra Dance Theatre, and Meryl Tankard to 
ADT replacing Leigh Warren who initiated Leigh Warren and Dancers in Adelaide in 1993. 
After Tankard, Bill Pengelly was then appointed as Interim Director of ADT, Sue Healey was 
then appointed to Meryl Tankard Company, changing it to Vis-a-Vis Dance Canberra. Karen 
Pearlman and Richard James Allen, then Annie Grieg were appointed to Tasdance, Jane 
Pirani to Dancenorth, Sandra Parker to Danceworks, and Claudia Alessi to STEPS Youth 
Dance.   
 
As well as the many artistic directorship changes, there were also new additions to the list 
of Australian companies which chartered further new territory for Australian contemporary 
dance.  In Adelaide in 1991, Sally Chance and Tania Rose established the integrated dance 
company, Restless Dance Theatre.  Legs on the Wall was incorporated as an association in 
NSW in 1992 and offered physical theatre along with new company KAGE in Victoria 
headed by Kate Denborough and Gerard van Dyck.  A new youth dance company called 
Stompin' commenced in Launceston.  Contemporary dance also hit the Northern Territory 
when Tim Newth and David McMicken established Tracks Dance Collective in 1993 (later 
called Tracks Dance Company) and Rachel Swain together with Michael Leslie founded 
Marrugeku in Western Arnhem Land in 1994.  Adding more diversity, Tony Yap carried 
shamanistic practice into postmodernism.   
 
Adding further diversity, the number of companies incorporating multimedia grew.  After 
Vis-a-Vis Canberra, Sue Healey followed her interest into dance film.  Multimedia, dance, 
theatre, and installation company, Igneous was started in 1997 by Suzon Fuks and James 
Cunningham.  The same year, Richard James Allen and Karen Pearlman moved on from 
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Tasdance and set up The Physical TV Company. In Cairns the immersive performance 
company Bonemap Intermedia was born in 1998, founded by Russell Milledge and Rebecca 
Youdell. 
 
In 2000, Western Sydney Dance Action, an outreach program of NSW Ministry for the Arts 
was established, while in Perth in 2002, Sue Peacock and Gabrielle Sullivan founded Strut 
Dance, and then in 2005, Critical Path in Sydney was instigated, all of which supported 
individual artists and fostered their professional creative development. 
 
From the year 2000 contemporary dance in Australia also saw much new diversification 
through the increased integration of other art forms and movement styles.  Garry Stewart 
started a new wave of contemporary dance at the helm of Australian Dance Theatre from 
2000.  He melded contemporary dance of the time with essences from hip hop and 
breakdancing to create a distinct movement language.  Making a distinct mark the same 
year, Tess De Quincey established De Quincey Co. in New South Wales, bringing to light the 
Japanese practice of BodyWeather to artists and audiences in Australia.  In 2002, Kate 
Champion added another project company to the mix and founded Force Majeure in NSW 
engaging a focus on dance theatre.  At this time, the Eurocrash style from Belgium started 
to emerge in Australia thanks to the likes of choreographers like Gavin Webber who had 
worked with multidisciplinary artists such as Wym Vandekeybus (Ultima Vez).  In addition, 
there were also artists like Rosalind Crisp who worked between France and Australia who 
brought back more of the European aesthetics; amalgamating theatre, visual art, film, text, 
lighting, installation, and music.   
 
In 2017, Australia Council for the Arts will provide five dance companies at the major level 
with ongoing funding, plus eleven dance companies and organisations at the key 
organisation level on new quadrennial funding.  Not necessarily newcomers as they have 
been present in the industry for years, but with much larger recognition in recent years are 
Shaun Parker & Company in NSW - integrating dance, theatre and music, The Farm in QLD - 
which calls itself a collective of like minded artists rather than a company, BlakDance - the 
industry body for contemporary indigenous dance, and Marrugeku Theatre - intercultural 
dance theatre from northwest Australia. 
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Please refer to Chapter 4: Looking Closer, Influences that have shaped Brisbane 
independent dance practice, in the body of this thesis, for history regarding contemporary 
dance in Brisbane, and for further history that is relevant to independent contemporary 
dance.    
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Appendix E 
Contemporary Dance Companies and select independents in Australia - Timeline 
1939 Gertrud Bodenwieser came to Australia bringing Central European flavour.
178
 
1965 Elizabeth Cameron Dalman - established ADT in SA
179
 
1967 Elizabeth Cameron School of Modern Dance 
1969 The group later known as The Dance Company (NSW) was founded by dancer Suzanne 
Musitz 
1973 Jaap Flier - Directed ADT (NDT influence as he was a founding member)
180
 
1975 Jaap Flier - Established The Dance Company (NSW), later known as SDC 
1975 The Australia Council for the Arts was established as an independent statutory authority 
through the Australia Council Act 1975. 
1976 Russell Dumas and Nanette Hassall founded the Dance Exchange
181
 
1976 Carole Johnson - set up The Aboriginal Islander Dance Theatre (AIDT), this became a 
professional group in 1988 - traditional and contemporary dance.
182
 
1976 Graeme Murphy - appointed director of Sydney Dance Company (spent next 15 years as AD) 
1976 Beginnings of One Extra Dance founded by Kai Tai Chan 
1977 Jonathon Taylor - took over directing Australian Dance Theatre. (He danced with Ballet 
Rambert) 
1978 Canberra Dance Theatre established with Stephanie Burridge as director 
1979 Don Asker - founded Human Veins Dance Theatre in Canberra (previously a dancer with NDT) 
1981 One Extra Dance becomes fully professional 
1981 Jenny Kinder - Tasmanian Dance Company (dance in education)  
1983 Nanette Hassall - Founded Dance Works in Melbourne (encouraging emerging 
choreographers and their practice) 
1984 Maggi Sietsma - Expressions Dance Company 
1985 Derek Holtzinger founded 2 Dance, later known as Buzz Dance Theatre (it was led by Derek 
and Sue Peacock, but managed initially by West Australian Ballet). 
1985 Cheryl Stock - Dancenorth becomes a professional company 
1986 2 Dance became 2 Dance Plus 
1986  The Chrissie Parrott Dance Company was established 
1987 Tasmanian Dance Company becomes Tasdance 
1987 Leigh Warren appointed Artistic Director of Australian Dance Theatre (Ballet Rambert and 
NDT) 
1988 Fieldworks Performance Group was founded under the direction of Jim Hughes in Perth 
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 (Cuckson & Reitterer, 1993) 
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 (Australian Dance Theatre, 2015) 
180
 (Craine & Mackrell, 2010) 
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 ("Dance Exchange. (1976-)," 2009) 
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1988 STEPS Youth Dance Company was born in Perth with Ruth Osborne as AD 
1989 Carole Johnson - established Bangarra Dance Theatre Australia 
1989 Meryl Tankard - founded the Meryl Tankard Company (previously Human Veins) (Pina 
Bausch influence) 
1989 Helen Herbertson and Beth Shelton - Co-directed Danceworks 
1990 Ros Warby (Dancer/Choreographer) - first solo premiered in Melbourne. 
1991  Restless Dance Company was established in Adelaide by Sally Chance and Tania Rose 
1991 Phillippa Clarke appointed AD of 2 Dance Plus 
1991 Raymond Blanco - The Aboriginal Islander Dance Theatre (AIDT) was launched as a company 
1991 Graeme Watson - appointed AD of One Extra Dance Company in NSW. 
1991 Stephen Page appointed AD of Bangarra Dance Theatre 
1992 Legs on the Wall incorporated as an association (Physical Theatre) NSW 
1992 Paul Mercurio created Australian Choreographic Ensemble in NSW 
1992 Helen Sky, Sylvia Staehli, and John McCormick start up Dancehouse 
1992 Stompin (Youth Dance) commenced in Launceston - (current AD is Emma Porteus)  
1997 Helen Herbertson solely directed Dance Works 
1993 Leigh Warren formed Leigh Warren and Dancers in SA 
1993 Meryl Tankard Australian Dance Theatre  
1993 Meryl Tankard Company taken on by Sue Healey and became Vis-a-Vis Dance Canberra 
1993 Clare Dyson - independent in QLD and founder of Dyson Industries 
1993 Tracks Dance Collective (later Tracks Dance Company) was established by Tim Newth and 
David McMicken in NT (remains the NT's premier dance company today) 
1993 Tony Yap founded Mixed Company (ensemble of independent artists) this later became Tony 
Yap Company VIC 
1994 Marrugeku founded (based in Western Arnhem Land til 2002) by Rachael Swain and Michael 
Leslie "The company has pioneered contemporary, process-driven, intercultural performance 
practice and its exposure in national and international arts festivals has had a significant 
impact in raising awareness of Indigenous culture."
183
 
1995 Karen Pearlman and Richard James Allen take on AD of Tasdance 
1995 Gideon Orbarzanek founded Chunky Move 
1996  Fieldworks Performance Group ended 
1996 Vis-a-Vis Dance Canberra reformed into Australian Choreographic Centre (Mark Gordon - 
Director) ... originally known as the Choreographic Centre, Australian was added in 2001 
1996 Sue Healey Company established in NSW 
1996 Rosalind Crisp established Omeo Dance Studio in Sydney (development of a community of 
dance artists in Sydney)
184
 
1996 Kate Denborough and Gerard van Dyck established Kage in VIC 
1997 Annie Greig appointed AD of Tasdance 
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1997 Jane Pirani appointed AD of Dancenorth 
1997 Richard James Allen formed The Physical TV Company in directorship with Karen Pearlman 
(film and video company) 
1997  Suzon Fuks and James Cunningham collaborate to form Igneous (multimedia, dance, theatre, 
installation and movement based videos) in QLD 
1998 Sandra Parker - appointed director of Dance Works 
1998 Phillip Adams - founded Balletlab in VIC 
1998 Garry Stewart - Thwack!  
1998 2 Dance Plus became Buzz Dance Theatre and Paige Gordon became AD 
1998 Bonemap Intermedia born, co-founded by Russell Milledge and Rebecca Youdell in Cairns 
1999 Claudia Alessi appointed AD of STEPS Youth Dance Company 
1999 Bill Pengelly interim director of Australian Dance Theatre 
2000 Garry Stewart appointed director of Australian Dance Theatre  
2000 Tess De Quincey established De Quincey Co. in NSW 
2000 Polytoxic Love You established in QLD 
2000 Western Sydney Dance Action established in Western Sydney (outreach program of NSW 
Ministry for the Arts) founded by Parramatta Riverside Theatres and Ausdance NSW 
2001 Felicity Bott appointed AD of STEPS Youth Dance Company 
2001 fLiNG Physical Theatre established in Bega NSW by Lee Pemberton 
2001 Liz Lea and Co. commenced 
2001 Helen Herbertson appointed director of Dancehouse in VIC 
2002 Canberra Dance Theatre sees new directors Amalia Hordern and Philip Piggin 
2002 Kate Champion - Founded Force Majeure in NSW (project company) 
2002 Lucy Guerin established Lucy Guerin Inc.  (project company) 
2002 Sue Peacock and Gabrielle Sullivan founded Strut Dance WA 
2002 Elizabeth Cameron Dalman formed Mirramu Dance Company in Bungendore (Canberra) 
2003 Marrageku moves from Arnhem Land to Broome WA 
2004 Danielle Micich appointed AD of STEPS Youth Dance Company 
2004 The Fondue Set was established in Sydney 
2004 Felicity Bott appointed AD of Buzz Dance Theatre 
2004 Dianne Reid appointed director of Dancehouse 
2004 Gary Lang NT Dance Company established in Darwin (contemporary classical blended with 
cultural) 
2004 Move Through Life collective commenced informally in Adelaide (it's now a project based 
company semi-professional but commissions professional artists to choreograph and teach) 
2005 Mature Artists Dance Experience (MADE) was founded by Glen Murray in Hobart 
2005 Gavin Webber - appointed AD of Dancenorth 
2005 Critical Path commences in NSW 
2005 Adam Wheeler founded 2ndToe Dance Collective in VIC (platform for emerging professional 
artists to make dance work) 
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2006 Louise Deleur founded Lucid Dance Theatre in Brisbane (ran until the end of 2014?) 
2006 Dancehouse obtains key organisation status from Australia Council for the Arts 
2006 Dance Works folds - due to no further triennial funding granted from Australia Council.
185
 
2007 Tanja Liedtke appointed AD of Sydney Dance Company, but tragically died before 
commencing the position 
2007 Meg Millband appointed AD of Canberra Dance Theatre 
2007 David Tyndall appointed director of Dancehouse 
2007 Margie Medlin appointed director of Critical Path 
2007 Start of Treading the Pathways - the precursor to BlakDance 
2007 DRILL Performance Company started in Launceston (Emerging professional artists, project 
based) 
2007 Louise Howden-Smith OAM founded West Australian Aboriginal Dance Company (Aboriginal 
Contemporary Dance Co) 
2008 The Australian Choreographic Centre ceased to exist and QL2 Centre for youth dance took its 
place with AD Ruth Osborne 
2008 Sam Fox appointed AD of STEPS Youth Dance Company 
2008 Restless Dance Company changes name to Restless Dance Theatre 
2008 Antony Hamilton Projects established in VIC 
2008 Anything Is Valid Dance Theatre (AIVDT) was founded by Serena Chalker and Quindell Orton 
in Perth (Perth's premiere company for dance in alternative spaces) 
2009 Alice Lee Holland appointed AD of STEPS Youth Dance Company 
2009 Rafael Bonachela appointed AD of Sydney Dance Company 
2009 Dalisa Pigram appointed co-AD of Marrugeku 
2009 Philip Channells appointed AD of Restless Dance Theatre 
2009 Gavin Webber - Splintergroup, The Farm  
2009 Natalie Weir appointed AD of EDC 
2009 Cadi McCarthy appointed AD of Buzz Dance Theatre 
2009 Vertical Shadows Dance Company was formed by Stephen Agisilaou (project based cinematic 
dance co) VIC 
2010 Raewyn Hill appointed AD of Dancenorth 
2010 Liz Lea appointed AD of Canberra Dance Theatre 
2011 West Australian Aboriginal Dance Company began to perform as a project company as Ochre 
Contemporary Dance Company 
2011 Western Sydney Dance Action reformed into FORM Dance Projects 
2011 Angela Conquet from France appointed new director of Dancehouse 
2011 Austinmer Dance Theatre established by Michelle Fort (young dancers 17-25 yrs) in NSW 
2012 Shaun Parker and Company was established in Sydney 
2012 Anouk Van Dijk - appointed AD of Chunky Move (Counter technique) 
2012 Adam Wheeler founded youth dance company Yellow Wheel VIC 
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2013 Paul Selwyn Norton appointed director of Strut Dance and it becomes the national centre for 
choreographic development. 
2013 The Australia Council Act 2013 updated the 1975 Act.   
2013 Michelle Ryan appointed AD of Restless Dance Theatre 
2013 Blink Dance Theatre was founded by Lyndel Quick in Geelong 
2014 Stephanie Lake Company established by Stephanie Lake in VIC 
2015 Raewyn Hill appointed first AD of Contemporary Dance Company of Western Australia, 
components of STEPS Youth Company and Buzz Dance Theatre both fold into this new 
company and no longer run as individual companies. 
2015 Kyle Page - appointed artistic leader Dancenorth under new operating model 
2015 Daniel Jaber appointed AD of Leigh Warren and Dancers 
2015 Danielle Micich appointed AD of Force Majeure 
2015 Ministry for the Arts is set to establish a new National Programme for Excellence in the Arts 
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Appendix F 
The Questionnaire 
Questions for survey – Brisbane independent dance artists: 
 
Survey link: 
https://survey.qut.edu.au/servlet/survey.PreviewSurvey?surveyId=187321&pwd=1105&Tes
tMode=Yes&ARGS=-1911360563 
 
This survey is for Brisbane independent contemporary dance artists. 
 
Are you a Brisbane independent contemporary dance artist?  
*This question is compulsory. 
☐ Yes (Continue survey)   
☐ No  (End Survey.)  
 
How many years have you been ... 
a. A professional in the dance industry?                                   years 
b. An independent contemporary dance artist?                            years 
 
Was/is being an independent dance artist your first occupation in the professional dance 
industry? 
☐ Yes  ☐ No 
 
Your main focus as an independent contemporary dance artist is:   
☐Choreographing 
☐ Dancing 
☐ Teaching 
☐ Other (please list) ……………………
 
Please indicate how often you do the following: 
 Often  Sometimes Rarely Never 
Create your own dance projects ☐ ☐ ☐ ☐ 
Dance in other people’s projects ☐ ☐ ☐ ☐ 
Choreograph for commissions ☐ ☐ ☐ ☐ 
Dance on short term contract basis 
for project dance companies 
☐ ☐ ☐ ☐ 
   
 154 
 
Teach dance related workshops  ☐ ☐ ☐ ☐ 
Teach regular ongoing dance classes ☐ ☐ ☐ ☐ 
Work in an occupation outside 
dance 
☐ ☐ ☐ ☐ 
Work in another occupation within 
the dance industry 
☐ ☐ ☐ ☐ 
 
What factors influenced your decision to become a Brisbane independent contemporary 
dance artist?  
 
Do you create your own dance works as an independent contemporary dance artist?  
*This question is compulsory. 
☐ Yes (Continue survey)  
☐ No (End Survey) 
 
*The following questions only apply if you are an independent contemporary dance artist 
who creates dance works. 
 
What roles are you required to undertake to create your dance works as an independent 
contemporary dance artist?  (Please mark all that apply) 
☐ Performing 
☐ Choreographing 
☐ Directing 
☐ Producing 
☐ Administration 
☐ Grant writing 
☐ Marketing 
☐ Project management 
☐ Tour management 
☐ Lighting Design  
☐Dramaturgy 
☐Finance(accounting/bookkeeping/auditing) 
☐ Video editing 
☐ Sound composition/sound design 
☐ Set Design 
☐ Costume Design 
☐ Business Management (strategic/business planning) 
☐ Other (please list).......................... 
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Please detail any training, if any, that you did to learn how to carry out those roles: (ie. 
formal, self-taught, mentoring, etc.) 
 
Please explain any barriers to creating dance as an independent contemporary dance 
artist: 
 
What support would address these barriers? 
 
Please outline any other information that you feel is relevant: 
 
(Thank you for taking the time to complete this survey, your time is greatly valued.  It is 
anticipated that a copy of my thesis will be made publicly accessible to read through QUT 
ePrints by June 2017). 
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PARTICIPANT INFORMATION FOR QUT 
RESEARCH PROJECT 
 SURVEY 
 http://survey.qut.edu.au/f/187321/1105/ 
 
Seeing the Chameleon: Taking an inside view to identify barriers 
to creating dance work for  Brisbane independent contemporary 
dance creators. 
 
QUT Ethics Approval Number 1600000434 
 
RESEARCH TEAM   
Principal Researcher: Elizabeth Vilmanis Masters of Arts (Research) Candidate                    
Principal Supervisor: Dr Clare Dyson Work Integrated Learning Coordinator 
Associate Supervisors: Professor Susan Street Executive Director, Division of 
International and Development 
 Dr Bree Hadley Head of Postgraduate Coursework 
Studies and Senior Lecturer 
 Creative Industries Faculty, Queensland University of 
Technology (QUT). 
 
DESCRIPTION 
This project is being undertaken as part of a Master of Arts (Research) study for Elizabeth 
Vilmanis.   
 
The purpose of this research is to map the ecology of the Brisbane independent contemporary 
dance sector and identify barriers for creation for this sector.  
 
You are invited to participate in this project because you identify as a Brisbane independent 
dance artist. 
 
PARTICIPATION 
Participation will involve completing an anonymous survey where you will be asked to respond 
to open ended as well as single and multiple choice questions about your activities in the 
independent dance sector.   
 
It is estimated that the survey will take approximately 30 minutes of your time.  
 
Questions will include: 
Do you create work as an independent contemporary dance artist? 
How many years have you been a professional in the dance industry for? 
 
Your participation in this project is entirely voluntary. If you agree to participate you do not 
have to complete any question(s) you are uncomfortable answering. There are some key 
questions that cannot be skipped because they direct you to specific sections of the survey; if 
you feel uncomfortable in answering these specific questions, you may leave the survey at any 
time. Your decision to participate or not participate will in no way impact upon your current or 
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future relationship with QUT or with Elizabeth Vilmanis.  
 
If you do agree to participate you can withdraw from the project during your participation 
without comment or penalty. However as the survey is anonymous once it has been submitted 
it will not be possible to withdraw. 
 
EXPECTED BENEFITS 
It is expected that this project will not benefit you directly. However, it may benefit the 
Australian dance community and key Australian support stakeholders. 
 
RISKS 
There are no risks beyond normal day-to-day living associated with your participation in this 
research.  By participating in this study you may be inconvenienced by giving up your time to 
complete the online survey. If you feel uncomfortable in answering any question, you may just 
skip it or leave the survey. 
 
PRIVACY AND CONFIDENTIALITY 
All comments and responses are non-identifiable and will be treated confidentially unless 
required by law.  The names of individual persons are not required in any of the responses. 
 
Any data collected as part of this project will be stored securely as per QUT's Management of 
research data policy.  Please note that non-identifiable data from this project may be used as 
comparative data in future projects or stored on an open access database for secondary 
analysis. 
 
CONSENT TO PARTICIPATE 
The commencement of your online survey is accepted as an indication of your consent to 
participate in this project. 
 
QUESTIONS / FURTHER INFORMATION ABOUT THE PROJECT 
If you have any further questions or require further information please contact one of the 
researchers listed below. 
Elizabeth 
Vilmanis 
e.chittleborough@hdr.qut.edu.au   
Dr Clare Dyson c.dyson@qut.edu.au   
 
CONCERNS / COMPLAINTS REGARDING THE CONDUCT OF THE PROJECT 
QUT is committed to research integrity and the ethical conduct of research projects.  However, 
if you do have any concerns or complaints about the ethical conduct of the project you may 
contact the QUT Research Ethics Advisory Team on 07 3138 5123 or email 
ethicscontact@qut.edu.au. The QUT Research Ethics Advisory Team is not connected with the 
research project and can facilitate a resolution to your concern in an impartial manner. 
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Appendix G 
Marcus Westbury's table -  
"What's the difference between enabling and programming?"186  
 Enabling Programming 
Relationship to the 
creative practitioner 
The practitioner is independent 
and autonomous. The enabler 
is primarily a service provider 
who works for the creative 
practitioner – designed to do 
things they cannot do 
themselves. Endeavours to be 
responsive to their needs and 
limitations. 
More likely to “employ”, 
engage, hire, or direct a 
creative practitioner. The 
artist, at some level, is a 
means of filling the 
organisation’s need for a 
program. 
Certainty A low degree of certainty, 
security, and predictability is 
traded off against the ability to 
do more things, take more 
risks, and support more people 
and experiment with more 
audiences. 
A high degree of 
certainty, security of 
funding and resources 
traded off against a more 
limited capacity for risk, 
experimentation, and 
failure. 
Assumption about 
creative practice 
That it is relatively 
decentralised. That it comes 
from a very diverse range of 
independent practitioners, 
with a diverse range of 
qualities, needs, and 
opportunities and is made for a 
diversity of audiences. 
That is relatively 
centralised. That there 
are a smaller number of 
higher quality artists 
whose works can be 
channelled, promoted, 
sold or exposed to a 
relatively fixed/ 
predictable series of 
audiences. 
Identity That projects, artists and 
programs are primarily 
presented with their identity 
(and not the brand of the 
enabling organisation) at the 
The programming entity 
tends to subsume the 
identity of individual 
artists, events, programs 
and initiatives under its 
                                                          
186
 'What's the difference between enabling and programming?' by Marcus Westbury available at 
http://www.marcuswestbury.net/2013/10/26/whats-the-difference-between-an-enabling-and-
programming/ under a Creative Commons Noncommercial-Share Alike 2.5 Australia.  Full terms at 
https://creativecommons.org/licenses/by-nc-sa/2.5/au/legalcode (Westbury, 2013) 
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forefront. That this is 
important in building the 
capacity of their practice. 
“brand” eg the venue, the 
company, or the festival, 
etc 
Timeliness Accumulates smaller activities 
and grows them over a longer 
period of time. Starts with 
today, tomorrow the next day 
and builds a cumulative 
capacity of projects individually 
and collectively. 
Plans well ahead and at a 
larger scale. Does 
individual activities, 
sequentially or in parallel 
but usually for fixed 
period of time before 
moving on to a new one. 
Audience Seeks to connect an individual 
project or artist with the 
appropriate audiences not the 
organisation’s fixed one. A 
diversity of audiences to match 
its portfolio of approaches. 
Connecting audiences and 
discovering new ones results 
from engaging with a breadth 
of projects. 
Usually stems from a fixed 
idea of who the market, 
the demographic or the 
audience is. The 
relationship to the fixed 
audience (eg. The 
subscriber, the return 
visitor) is actually the key 
value the programming 
entity holds. The brand 
positioning of the 
organisation determines 
the market and content. 
Approach to “quality” More likely to involve a 
“portfolio of risks” where are a 
variety of things of different 
standards, experience, and 
potential are allowed to co-
exist. A spectrum of “qualities” 
as opposed to fixed idea of 
quality. 
Primarily emphasises 
“quality control” where 
the bar to entry is high or 
matches the perceptions 
of its relatively fixed sense 
of who its audience, 
constituencies and 
stakeholders are. 
Risk Focuses on upside risks and 
opportunities of doing 
something. Sees the dangers of 
not doing something are more 
important than the fear of 
doing the wrong thing. 
Is driven more of fear of 
the dangers of downside 
risk. Risk averse and 
afraid of doing the wrong 
thing. 
Genre boundaries Less likely to be defined by 
boundaries of genres and 
artforms – more likely to be 
defined by areas where 
practical needs intersect (eg. 
Creative people who need 
empty space, or legal advice, or 
some other area of benefit). 
More likely to be defined 
by traditional boundaries 
of genres, artfroms, and 
areas of practice. 
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Infrastructure Assumes that a variety of 
infrastructures are required to 
achieve a range of ends. Looks 
for the possibilities within a 
range of formal and informal, 
physical and virtual 
infrastructures – is willing to 
vary those as required. 
Often tied to 
infrastructure – a theatre, 
a venue, a hall, a gallery, a 
program that needs to be 
filled, relationships with 
services providers (eg. 
caterers). The logic of 
filling the fixed 
infrastructure drives may 
drive creative and 
programming decisions. 
Use of resources Seeks to do a lot within the 
limitations of any available set 
of resources. Seeks to be 
adaptable and flexible in 
response to resource 
constraints. 
Seeks to attain the 
resources required to do 
things “properly”, 
“professionally” or to a 
fixed standard. Reluctant 
to compromise on 
“quality” and places more 
emphasis on seeking 
appropriate resources 
than adapting to available 
ones. 
Legitimacy and 
authority 
Has a low (but not zero) 
capacity to confer legitimacy 
on a project or artist through a 
relationship 
Has a high capacity to 
confer legitimacy or 
authority on an artist 
Financial 
arrangements 
Usually not in an position to 
take a great financial risk of 
investment in an individual 
project so must compensate by 
providing practical support of 
other kinds 
Can, in some cases, invest 
considerable finances in 
individual shows or 
projects. Can lead to 
higher quality outcomes 
but more risk averse 
programming or greater 
consequences of failure. 
Allocation of 
Resources 
Resources often tend to 
remain outside the enabler — 
they flow directly to, or are 
brokered directly on behalf of 
the artists and creative 
projects. They are less likely to 
pass through the enabler’s 
books and less likely to be 
cash. Can be harder to quantify 
but more efficient. 
Resources are more likely 
to pool within the 
programming 
organisation in the form 
of overheads, salaries, 
facilities and other costs. 
More likely to be 
quantifiable and show up 
on the books of the 
programming 
organisation but less likely 
to be efficiently delivered 
to the artists. 
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Uncertainty Embraces uncertainty as fertile 
ground for possibility. 
Treats it more as a series 
of risks to the status quo 
 
 
 
